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, . He became a British citizen, conducting much of his work from London,
s . then settled finally.in Portugal. There, on his death in vg55. was estab-
lished the Foundution which Bears.his name with purposes which are
‘charitable, artistic, mlm ational and s¢ u'nuju
Today,:.the Calouste Gulhcnl\'iun Foundation has become one of the
world's l’cu:lim,' philanthropic oreanisations. Its /l(’(lt/(/lltlll( rs in Lisbon
comprise not ‘only the administration which translates’ into reality the
provisions o/ the Fornder's W ill, but also'facilities to further the Will's

- cultural purposes, and a muserm to exhibit the magnificent collection of

‘works of art which C nluusle (.rulbcu/\ ian assembled during his lifetime.

Tz L The work- and offices of its London ‘branch — the oy offices maintained:

by the Foundation owside Portugal — reflect Calouste Gulbenkian's
special and abidigg interest in Britain and the Commonwealth as well
as the many years he worked in London: )

Twenty years old in 1976 the Foundation has fulfilled )au important
innovafory role in the United Kingdom and the British Commonwealth
in each u/ itssthree arcas of concern - the arts, education and social
welfare. Current priorities of the arts programnie embrace conmunity
B “arts, the dlswnunallun of the -arts 1o a wide and general publu and
* direct help to artists. Priorities in education are iner city education,
vocational education for the arts and the arts in education. Priorities
in social welfare ard race relations and commiiity w ork. Published
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/’ Introduction . IR

SR
_ T AL Repoft to the Trustees.of the Calouste. Gibenkian Foundation ‘
~ ¢ from the Chairman and. Members of the En;ujry into Professional
! Training for Drama - o \: -
ern . * 4 . ‘
Gentlemen: - R N oo

‘
. -

. »
In 1972 the following request, was addres,sed to the  Calouste /V

* *- Gulbenkjan Foundation by three eadmg theatrical orgamsanons '\

* The Joint Committee which we serve consists of the heads of the
principal schools engaged-in training actors, and rcprcsentatxves otp

. \CORT and Equxty We have also had' the benefit of ‘meetings with
the Department-of Educatxon and Science through the Staff Inspector
of Drama.’ " @& . .
' Weareall greatly concerned the haphazard wayin which so many’
train for dnd enter the acting profession. The recent severe inCrease
in unemployment coupled with the multiplication of trammg estab-’

' 11 ments has led to a crmcal situation and we all feel that a national

. edquiry .is now ,needed Pearing in mind the remarkable report, ’
) ‘ Making Musicians’, whxch the Foundation spbnsored and,%.u respect e
which it has commanded our Committee would like to submit a case / d
for a similar enquiry on * Making Actors
This is not an.enquiry which-those engaged in the trainin 4nd .

employment of actors,can teally do for themselves. TRere néeds to
be an impartial’ assessing body. ' The Goverm’t 4§~ naturally - /

. reluctant to undertake such an enquiry lest it should commit them
in any way “— even morally —:. by. its-findings. We therefore turn
to your Foundation for Help and would be glad to ‘assist, in any.
way, any body set: “quxth the Fou dation’s authonty .

. (signed) . Peter Cheescman Council of Regwnal Theatre .) .
Peter Plouvxez British Actors’ Eqitity Association
- Raphael J ago Conference of Drama Schools

.
s

Accordingly, you set up an’ Enqzry under the Chamnanshxp of
Mr Huw Wheldon; which commended work in February 1974 with
_the fo!lovmg terms of reference: . ‘ .
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. . » GOlNG ON THE,STAGE , )
! . 1. To eluctdutt the facts, and to make a study»of the present |5mv1- ™
o on‘in ‘Bnttun for vocational cduc.ltlon in drama, with parficular .
. eference to the trajning available for those who. wish to become
‘ - N formmg artists on stage, television and radio, including the
relatell fields of dircction, stage thanagement and theatre tech-
nicians, . Co P
2. To bear in mmd the present disparity between the numbers of
\ those trained and employment opportunities.
3. To mdke recommendatlons

l’}- Mr Wheldgn’s other professronal obligations meant “that he had to
_~"relinquish*the Chairmanship in July 1974, though he has remained an
active member of the Gomgmittée. 1 toak over the Chairmanship -

N from him in July 1994; the Enquiry was concluded'in June 1975 and
I now have the honour to address this Report to you. :
The Members of the (Qommlttee of Enquiry, who were invited t0" -

serve in a personal capacxty, were as follows: . ~

‘Profcssor John Vaizey Chatrman (
* «  MrJohn Alleh Principal of the Central Schobl of
- . ' ‘Speech and Drama
' Lat_{y GCasson ~ Member of the Arts Council of -
o i * . Great an |g7|/74
Miss Jidi Dench oBg . Actress i
. v *Miss Gill Gladstone Drama Student ’
' . ' Mr Nicky Henson: - Actor - :
¢ Mtss Thelma Holt g Executive Director of the Open #
' e co , Spac€ Theatte . °
AR *Mr, Peter Howell . Actor and Member of the Councxl .
o . _of Equity 1974/79 ot
*Mr Michael ‘Hughes - Drama Student b .
*D¢ Jonithan Miller ; Director
. Mr Reginald Salberg 0B = _ ¢eneral Mangger of the Saltsbury
T N , Playhouse
. Mss Elizabeth Sweeting 0BE.  Adniinistratof of*the Oxford Play-
~ ' .. . "~ house
*Mr . John Tomlinson -~ .Ldrector gf Educat&on Cheshlre
v J%ounty Council . -
Mr W‘heldor} OBE MC Mapaging Director of BBC Tele- T
. ' ( _ vision . .
*Mr B. A.{oung ‘- . Arts EdllOl’ of the Financial Tlmes

?
e

*Mr Howell, D'r Milkr, Mr Tomlinson and Mr Young were appointed in July
1974. Mr Hughes and Mlss Sweetmg in October 1974, and Miss Gladstonc in
Novembcr 1974. :
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Mr John Morlnmr Q( . Mr Mlt.h.lt.l’ Liliott and Mr Qscar Lewcn- '
stein were originally members of the Committee. Mr Mnrlmlcr‘;

, resigned in November 1974, and. Mr E Iiml( .lnd Mr nstein"in'
Februarg 1975, : :
© The Chmmittee of l nquiry { i2 formal meefings and: sedqral

.. informal oges. It took evidende nr.llly and in writing fronm. many
organisations and individualy,” as listed in Appendiaes -A and” B
. Membgrs of the Committec and its staff mu\d a series of visits 10,
drarpa training and other theatrical bstablishments, | ..
; Indddiflon, an Openr Conference was held at the Shaw Theatre in
o J.lmmry 1975 at which any intgrested p‘qrson was able to offer views
and opinions an the mattgrs covered by- thc Committee’s terms of
\ rpg,rencc Over g00 peopk attended and ‘a~most lively discussion
- took place:
The Committee was served firstvby Mr Donafd Stephenson as
.* . Secretary. He was succceded in July 1974 by .Mr Michael Bar
© We are deeply indebted- to them,-as, wé afe also.to, Mr Nick- Stadleny’,
Mrs Joan Maxwell- Hudson and Miss Carole Collms, who did, much
of ihe essential work: Throughout the progress of the bnqulry the
saff of the Foupdatiom,-notably Mr Pefer Brinson and Mr. ‘Tony
Wr.ught the ercctnr and Assistant Director, have been helpful in a
cvery way and we thank them. Lastly, we- -would like to thank the, =
officials” of various dies, non-govcrnmenta; mL-govemmental
and govg:nmenta} w gave great deal of help¥ - :
The plan of the Iieport is si . 1t bey /ith background‘to
the £nqtury and, the trends w ch we thmk a apparent in the work
- that is.available for actors, actresseg and others in the theatre and
allied fields. “This is followed by-a factual descnpuon which topk a
+  great deal of hard work as the situation‘s a moct confus one, of the
exlstmg system, ofdrama training.. We then ask why drama training ®
~ Is necessary, %at it should entaiF and to what extent the ,present
-arrangements_fallshort of the ideal, aifd we' go on to consider the
~-  problems and difficulties inherent in the present situation. Finally,
"~ Wwe consider the various cfoices, which we’ think are open fo the -
" drama schools, the professnon,and to the publlc bodles, ahd we make
our recommendatmns
. No Committee would be sp foolish as to >uppose that its recom-
~ mendatxons will be followed'-to the Yetter. But we think that our
diagnosis rests upon the best data so far made avallable, wegmow
. that we have sought to be dlspassmnate and practical in ‘our gecom-
-mendations; we have pursu ur Enquiry both widely and eeply,
and.we are confident that what W& have to say is'the most geceptable
« ' and econonfical way to solve the’ problems faced by our drama

- training system whlch has played so crucial a part over the years in_
N . . ! [ ' L
! N Y
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Bdckground to the l:nqmry

‘ ’ ‘ S oo .
+ < ' .

)Thc Origtns ol the Drama %honls '

The existing pu&cm of drama trining can be said to linve started

'm cinerge during the pericd between jigoo and 1949, In 1g04
Be¢rbohm Tree established his Academy of Dramatic Art and in 1go5’

he bbughl a house in Gower Street for. the education of those
wishing to enter the professional theatre, His subsequent annual
Shakespeare season at His Majesty's Theatre was ovcrlly intended

R R Y S P . el

l()'pmvr. his point that formal training was € negessity for the fitture

survival of the classical tradition in the theitre. In 1go8f the same kind
of thinking led Elsie Fogerty to st.;(;y‘hcr Central School of Speech
Tratning and Dramatic Art in a,few rooms leased to her in the

" Albert Hall, and by 1923 she had achieved the blessing and ofticial

rccognmon of Lomtlon l_vacrsny because she saw the need to
produce teachers and speegh therapists as well as practitionars in the
art of theatre. These two schvgls ~ the only ones up to that time
foundcd specifically for the training of actors - between them pro-
vxdcd much of the young falent for Lilian Baylis at the Old Vic,
when she rapidly and:logically expanded Emma Gons’s original
concept of an opera company to include a regular presentation of
Shakespeare. It is.also of some relevance that it was under Lilian

.Baylis t f Ninctte de Valois Was encouraged to ‘set up a small ballet

group wllich was later to become the Sadlers Wells Ballet with its
own‘training school. for dancers.. ’ - -

2. Aftcr these carly bcgmmngs. there was an incgeasing emphasis on
drama training in the opera departments of music colleges; as a result
of the need to t singers the rudiments of acting. This new. drive

ground for actors and cithwr achicved a jparallel importance wn-th
music or split off into separntc mmtuuons Al
Y

- RN

. \to create a new school solely fot the trammg of actors in thc i‘hapc

of the London Theatfé' Studio, which after the war bccamc the Old

' " Vie Theatre School, which in turn di pcarcd but left a sister schoal

¢ \ ¢

3. Shortly before the Second World War there was another xit(émpt»

-

. and vitality developed until these departments became a training

: kv' . : ' 1 1\' . s '. 9‘,
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MRS \lhlcd Ilnml;\llunl the other .uml\mln .uul \nllchc'. amd had a
stembicant ctbicct on usig standinds, Fater,m the 10’ S and tgte's,

(h_\ e was a new developinent o thé estableiment of the * experimen-

K ' sehools, which based their work gn)specitic philosophies  the

: Rose Brutond College which |!|npunmlt'«| the theory that teaching
o« cad acting should be stadied oty the Fast g Actutg School,

butdingon Joan Titdesood's approach in Stradtord Last, and the

Drisma Centee waithals L utopearconeept ol methodological tinmmg.
R :

- 4. Foday, there are cp drama sehools i membentip of the Con-
terened of Deanna Schwoobs, two gthers that are recognied as etticient
by the Department of Lduction and Scrence, plus ahost ol smialler
draniand stage schooly, as wellas a variety of drao and pertorpmng
Arts courses at utm crylics and other instititions of equnvalent Status,
all o which we c\ummc_ mn dcl;nl_m Chapter 2. -

- hdnws i the Fhéz re

'

‘a

The chahiges ip the theatoe m rh; past qoeyears have been amang

.tlu st prnlnuml that it by ever éxperienced. Before the.1g40-45
war, thedtres i London and the provices  meluded, broidly
A II\II\L. A number of prestige instifufions where the classival dr: nlm
was (o be seen; a few prmulum{’rcp&rlnr) theatres prn\’ldlll}, i
variety of plays: the West Tnd theadres : repertory theatres and music

o hadls? and a large number of wurm;. houses which took productions
S nf(\hx( Lnd suceesses 1o regional sudicheds. During and afler the
‘ g FOMN-43 war many theatrey and music halls were closed, continuing
e Provesy whieh had Dbegum "‘|lm 1920’ whitn many of them had Been

converted mto cinemas.  The

oo of dr&mn on ‘radio; the bcglnmnb\ ot lch:w\mn and: .l ym\.mb‘I
TN Brunh hlnl xndlhlry ~ Ty
¢ 6. By the end of the war, ‘the Old Vie wis seen as an embryonic

| national theatre *in London. In the provinges the Council for the
CEncouriagement of Music amd the Arts (subsequently the Arts
‘(_nunul of *Great Britun), had  established | subsidised repertory

. theatre along the hines now tamiliar. But slmc that time substantial
_ changes have ?.nl\cn place. There are now three major television
X channels which petween them show a great deal of drama. While

these employ foreach member of the .nudu.hgc far fewet actors than
.m’y live pgrfnrm ince would. the ok amous of dranma seen by the
Taverage Briton is ndw _many. times what it has ever been, and this.
television. auu‘[y pmwdc\ a subsl.xnlml mlumc ohmpln)mcnt for,

| -

O
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.f#ACKGROUND TO THE ENQUIRY
! . L3
professxonal actors._ Similarly;sin °rad1 there are in London seven
major radio, channels - though on:tw ere is no drama, and on

" another-two Tittle g0 far — and in most provincial -cities there are

several radio channels. Perhaps the most significant cltange of all

" has been the development durinig the last five to ten years of fringe

theatre. Approxxmately 25 7, of working actors are now engaged in
this area, operating largely -outside the conventional framework of
theatre buxldlngs and taking their work direétly to_people who have

prevxously had little interest in the established theatre

Cy ‘

7. The resu‘lt ofthese changes is that, within a few years ofcompletxng' .
their training, young aeters will find that they have had to adapt to -

the different demands of workxng in at least several,and perhaps alk,

‘of the followxng situations™- television, radip, films, repertory theatre,

the West-End, théatre-in-the-round, theatre in pubs, in the §treet :
in %lubs, t'heatre-m -education. And the roles that-they have had to
play may have eMmbraced not only the classics and new plays of a

. 'conventtonal sort, but also theagre of the absyurd, of cruelty; of alien= -

ation, mime and imprdvisation. Welive inanage where the opportun-

ities, whrch‘the theatre offers to those Who work in 1t are more

dxverse and more challengmg than, t:ve; before

1
- Lo

- 8. The consequence has been an emphasxs up actmg as a career
- and a¥a profession, with an accompanying emphasis upon prepara-

tioff £ fxt and the determmatnon to.create condmons within the

‘actmg‘professxon which are not notabfy worse than, although in the

nature of the case they are necessarily different from, the working ‘
conditions whic prevaxl in other professnons This is a central fact .
of our Enquiry’ It is alhed to another .

RS

- K d ‘

' 91 %re has been in the last 20 years a very substantial increase in- . ‘
the proportion_of.t opulation which passes through a full secon- "
.dary schogl‘curr‘xculum into higher education. Agam -the actor who -

leaves school at 16 and Eoes straight on the stage is becoming as rare
as the lawyer who leaves school at 16 and goes straight into-a solici-
tor's office. Increasingly, actors and actresses are drawn from hxgher .

and further education. This has changed the character of the younger . -

part of the acting prefession, and it has meant that the requirements
in the future, which the profession lays upon both those who seek
to traip it and upon those who employ it, have notably altered. The
modern actor in formal terms, is an educated person.

11
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. GOING ON THE STAGE

1

: Actors and Thelr Jobs

10. ‘An acfor* enters the profession for a variety of different reasons
and in a variety of different ways. ' He may have attended a stage

-school.as a child and grown into the role; amateur productions, at

school or university may have persyaded him to take up acting as a
career; or he may simply ‘have always wanted e an actor. But
—.once the desire to go on the stage has been co*, the would-be
actoris not easxly diverted, even into ancillary branClies of the theatre, -
so that there exists an abundance of actors, many of whom are
seriously underemployed, alongside a dearth of theatre technicfans,
craftsmen and stage managers.

11. Some of the reasons for; overorowding of the professibn'are
-obyious, Acting is, theoretically at least, a very attractive job com-

-_pared with the means by which' most workers have to earn their

living. The well-publicised and often exaggerated earrings of a very
‘small number of star performers give.an added incentive to the young
. person who believes he has talent and is prepared to ‘ chance hisarm’.

“ For others, the attraction is that of following an artistic career; which
‘mdy have been stimulated by the greater interest in the arts that goes
with rising standards of education. Whatever the reason, the fact

. that for most performers the reality is not fame and fortune but bare -

.subsistence is not so, off-putting as might” be the casé elsewhere.
" Failure is a statistical probability and thus no personal reflegtion upon
those who suffer it.

12. ‘There is, therefore, a continuing pressure on an. already over-
crowded pro?essxon from people outside anxious to -get in. This is
-the situation-that. has led Equity, the actors’ trade union, to take
steps to restrict entry and control employment. Equity has evolved °
4 system of controls, which combines control over entry into the

profession (through membershif qualifications) with control over

employment (through casting agreements and quotas). The system
has evolved in the following way:
13. In 1945, it was.ggested that only graduates of ‘ certain acad-
emies ’ should be admitted into the profession. This policy was
rejected by the Equity membership. A majority said that the pro-
fession could only flourish amsncally if there was a constant flow of
new talent, and, as the drama ‘schools were then only.open to fee-

*To avond misunderstanding we would like to make it ciear that as a mattc;r of
convenience we use the'term ‘actor’ to include both sexes.

o | a; '14
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o them would be manifestly
undesirable. .In 1951, a pilot scheme' as‘advocated by an Equity

LI t’?

- Council sub-committee, whereby, in the straight theatre where union

shops existed, all actors would be requféd to by qualified by means ~
of a givengperiod 'of training. Thyjs, it 'was shggestetl, should either
consist of 52 weelffffexperience as'a working student in a repertory
company, or a,fuTl course of trajt'iinﬁ at’ an ‘ approved ' drama

v

school. It was alsq suggested tHag's2 weeks in andther field of the*,

~ profession, together with 52 weekKs of ¢ apprenticeship ’ in a special

_ entry into the profession. e

company, or repertory, theatre,#ould be aggeptable. This proposal
was rejecteddpy the Equity Cofincil for a fumber of reasons. They
sdid ‘that the craft of acting could not be Rarned by way:of appren-
ticeship as might be possible in the case of a bricklayer;'the system
would bZ open to abuse and anomalies; Equn?y could not and should
not undertake the responsibility of approving drama schools; and
anyway, there was fio guarantee that such a scheme would reduce

A Y

\
-

14. Further efforts were made by various séctiong,of~ the Equity.
membership to secure some measure of control of entry, but these
were consistently opposed by the Couieil until the late 1960’s. Then,
with some relictance, it was agreed to seek casting agreements with
.the employets.- This,reluctance was due largely to an objection by
actors to limiting in any way the artistically<creative process or placing
“limitations on artistic freedom by preventing the inflow of new talent
which was essential for the future well-being of the profession. It was

be no inhihition upon an employer engaging perforsers who had

- also argued by those who opposed control of entry tgz:tél;je'shoixld

' that total freedomy, of entry was
- interests, even the Agtistic interests, of its members. Probably, the

received full and proper trainjng for the work they wanted-to do. It
wasconsidered.both-unfair and unreasonable to place obstacles in
their path. Equity overcame its reluctance because of its recognition

of the harsh economic realities facing/iis members and the realisation
etrimental_ to the professional

overriding factor in reaching this conclusion was Equity’s belief that
more and more performers of proven talent and expc@;sc_e, who

- were undoubtedly of potential value to the theatre; were beigg driven *
..out of the profession because of*overcrowding. The Equity Council

was therefore faced with a stark choice: to impose réstrictions which
coultl conceivably prevent a potential genius ‘from getting into the
profession; or the continuation of a form of anarchy.in employment

' hich drove people of obvioustalent out of the business because they

could notafford to remain within jt. ’

! g : ‘
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o 15 N

»

.

ha

®

w



Lo . g R .
’ . : . Y .. . R ] . -

v L B GOING ON THE. STAGE , .
15 Thus it was -that Equxty reached agreement with the employers
in respect of casting.in differént sections of the Theatre, Films and
_~ Television. In their mildest form, these- casting agreeménts o %&
the employer to make the utmpst effort.to cast productions from
- existing professional performer%before seeking ‘to introduce” new-
comers. It was made clear that thE+final résponsibility, for selection
remained with the employer, who could ultimately override Equity’s-’
: objednons. -The effect of these agreements, hqufever, has been that
- the casual introduction of newcomers has been consxderably reduced.
A quot)l for the introduction-of 250.newcomeYs a year into’ repertory
Aheatres and children’s theatre Was also agteed and the system has .
been further strengthiened as far ‘as television .cotamertials are con- .
é ! cerned by an agreement arrived at in 1974 with- thé Institute of
1 Practitioners_in Advertising and the AdverHsmg Fxlm Producers
Associati o i R

- 16. Nevertheless, Equity stru feels greét conpem at the overcrowdmg
¥ _in the profession, which results in underemployment’and in ifs viéw;.
"underpayment for the majogity of its members though pdy hag >
slightly improved with the 1%reased ngmmum Wages negotxated by,
the Union l‘gst year.. ) Aj

V; - i ampleg;v#?a/ca‘nductedgby the Enquxry into Equity prov:sxonal

membeYship applications* in 1971 and 1973 show that, out of 4 total *
of approxxmately 500 actor entrants in each year, nearly 40% were :
trained at drama schools in membership of the Conference of Drama
Schools (CDS), 30% at other drama schools, 159 at either Umver-
sity Drama Departments or Colleges of Education, and 5 %.overseas.
The remaining 10%, iga g Sg of a few university’ ‘gradyates who .
. did not go to drama’s s those who had no formal | training
or for whom no inform¥Egh#kas available. It is important howeyer,
to put ‘these statistics in “context.. Although the CDS gradYates
account for only 4.o°/°> of the total actor entrants, they represent
approximately 809, of- those going into subsidised and commercial
*, regional theatre and children’s theatre (that is, those areas where t€
o Equity Qquota system applxes) i

3

.

.« 18. The surveys also show that of the different routes into the. pro-
" fession, the commonest are repertory theatre, tours and seasons, and
television/radio. Films, television commercials’ and stage manage-
ment accoum for most ‘of the remainder (although since March’ 1974» _
=Y

. *The percentages should be taken as approxnmanons only. On’account of certain:
ambiguities in the Equity provlsional membershjg pphcauon forms, lt is difficult
to arrive at an exact definitio : :

.14 - . '
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eniry into, the profession via TV commercials has been virtually,s _

!

* . stopped), with Thessre-in-Educatién providing an additional entry’
“route for gradugte$6f Uniwersity and College of Education drama - -

departments. +The.main entry routes for those without any formal
trainingowere television commercials, stage managmand tele- .
. vision walk-on contracts.. The total number, of new ent¥ants into

Equity in bath years were 2652 (1971) and 2512 (1973). Actorentrants
"« "theérefore, account for a little over a fifth of the total, another fifth .

are chorus boys and girls in summer shows and pantomimes, a third
are clib,and cabaret grthtes and the remainder are’accounted for
mainly by opera; ballet;.Circuses and miscellaneous activities of one
kindfor afiother, where there are better employment opportunities.

\ ‘ 4

“ . . e . - : PP
‘1g. Itis extremelll difficult to arrive al an-accurate feasurement of

’unemployment in" the agying profession. To begin with there is a-
conceptual difficulty -about what const;{utes unemployment forian
actor. Acting is a profession.with a high proportion of won_}gjoin it,
a high propertion of ydung people who may not yét have quTified for

-unemployment begefit, and it is highly seasonal. Thesé'arc three

/c%tegories for whom‘unemplc:yment figures are notoriously unreli- -

.abler o . - )_ . .
'20. Moreover, the work is spasmodic, in the sense that for a success-
“ful-actor the aniount of time spent actuafly working in the course of
» the yedr is almost bound to bg less than'the total fmber of working
days worked by somebody in an office or industrial job. The income
has of course to be spread over a wholé year. Earnings per contract
may be high while the contract endure$, but the ‘earnings have to

cover a longer périod. In additipn,\there is a substantial fringe of the .

acting professiorf who ‘might be termed actors more by aspiration
than by experience, in the sense that their principal source'of income
is derived from’other jobs which they have taken itkorder to* fill'in *
time un{ilwe right job on the stage comes along. . For many of th%%'

- .it never comes’ and they just_drift out ‘of the profession. Othe
particularly married woenen, have reilly given up any intention of .
returning to the stage, butekeep up their Equity membership for a#

. )

variety#of reasons.

21. To achieve a completely relizi_ble picture of employfment among .
actors it would bg necessagy to carry out personal-inferviews with

a systematic pyopability sample, taking o!amings and:days worked,
both in the pr .

such a survey was beyond the capability -of this Enquiry, but we
believe that it would contribute greatly to a better understanding of
s

o

'\'1_7 . S

ssion and outside it, fully Tnto acedunt. Regrettably, '

A
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the problems and hardship faced by actors unable to find work within
the profession.* We therefore,recommend that the Department of
Employment and _the” Office -of Population Censuses and Surveys
should regularly enquire into unentployment in the ‘acting and other
artistic professions; which gives rise to Serious problems, both to
those engaged in them and to those who benéfit from their‘'work. .

22. ‘We are satisfied from our Enquiry that substantial uremploy- N

ment exists, though it is probably.not as great as’some figures have
led people to suppose. _Further than that we cannot #t.present go,
except to say’ that we formed the view, on the basis of the evidence
put before us, that actors trained at.the leading drama schools get
- more and better jobs Q: average than untrained actors or those.
- ¥ turned out by the less well-known tr}aﬁ(ilng- establishments. In other -
: words,in.an occupation wheré unemployment is endemic, we do not
. belicve'thangés primarily concentrated among those who have passed
* through the Fading drama schools. . = " v oo .
M o .

. . . c [N .
1 . - . .o . . . .
. . LA ’
! ' . e L " ¢ B ce

’

s e [ L . A
S i N
*A survey of employment and earnings of Equity members was czlirricd putby the\"
Union in 1971. Thissurvey showed that 409, of the sample-had bgen ynemployed
for a median period of 13 weeks and that 329 had done temporary work,
£ ranging widely from grave-digging-to modelling. However, this survey was con-
”,','\l ducted by means of self-completion questiohnaires addressed to the entire mem-

. “bership of Equity (23,000), of which 4,819 were returned. The sample was there-
fore self-selecting and not fully representative. It would be useful if Equity could
seek official assistance in clarifying the nature of the statistics that would more
‘accurately reflect the true employment position. ‘ B

)16 | . 18
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23. The first task given to us by the Enquiry’s Terms of Reference

in: Britain for vocationa] education in drama’. In practice this tdsk
proved more complicated than appeared likely at first sight. It has
already been pointed out that the new entrants into Equity under the
broad heading Of actors come from a wide variety of educational
(and non-educational) backgrounds.” This is in sharp contrast to
the exXtreme poSition in such East-European countries as. Romania,

whereg all actors have to train at one state-controlled drama'school,

and is a reflection of two facts fundamental to an understanding of
the British systém of drama training. ' First, neith®r the acting pro-
fession nor its trade union, Equity, requires of jts members any formal
educational qualifications, whether academic or vocational. There

is no compulsion fora would-be actor to.seek prefessional training

-and in theory the lification needed 1s the @bility to persuade

potentia} employ he is worth employing. Second, largely as
a result of historical accident, there is no single drama training
institution or class of instjtutions, which has a monopoly of, or even
plays a predominant part in, the business of training actors.  Uglike
art colleges, which, ever since the Great Exhibition of 1851 have grown

up under the auSPices of the public education system, drama schools’

have emerged 1D response to changing needs in the profession,
almost entirely in the independent sector. With one or two exceptions,

_neither the, goverament nor the acting, professign has ever-accepted

.was * To elucidate the facts and make a study of the present provision - -

responsibility for providing drama training nar, a fortiori, for setting - -

minimum Standards,-validating institutions as competent to train

actors, or comPiling statistical information.
: []

24.' As a resulls the Process of ‘Sgeing where actors come from is
necessarily diffused. Whercas an €nquiry into the training of docgors
would look at medical schools, an gquiry into the trajning of

‘teachers at Colleges of education and an enquiry into training‘artists
at art colleges, N enquijry into training actors must look not only at

drama schobls Which €xist specifically te train actors, but also at
institutions which donot see their major or even their minor functions
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" as trainingactors, but some of whose graduates none the less end up
on the stage. The situation is furthey complicated by the fact that,
" . bétween them, some of these other institutiong providg a vgry wuje

~spectrum_of courses m drapma-orientated sulfjects which, although-"

. , non-vocatl cont certain element of préctical work In
DR partxcular university dr departments sometimes us ctical
. classes as an approaci(to the academic analysis of the l atre and
- drama history, and colleges ‘of education (teacper trai ng colleges)
. ‘require students to do some practical exercises’as a way of]. 1mprov1ng

.+ their tef®hing techn.gues and undefstendmg the natur of the art.

5 ¥ 25 At this stage an important point must be magle Paradoxically
" .fnost of the courses whictminvolve drama g lead tp recognised .

degrees or dlplomas in the higher education system are not intended
primarily as vocatxonal training, whereas most of the, vocational

-*  drama schools even in the, Conference’ of Drama Schools eithers;
slomas which are not -

‘ recognised by Equily or,tHeatre managémgent as having special vocat-’

award né.diploma or degr‘é" or elsé award dif

- ional status, or by the Department of Educatxon and Scxence as havxsi‘g.
first degrec_or any other stat-us L

v . 26/ In shert, a nurber® of different paths lead Io a’career-in the’
" theatre;. no. single one of which guatantées employment.— or even_
‘_specxal aecess.to employment at the end.- Graduates, of all trammg‘ o

institutions referred to below, and graduates of nane, compete on

. the.open market both for jobs and for r membership of Equity. The '

nly. constraint, which is not related. to,educatlonal ‘background, is
the quota system and the various manag‘&‘l’hent agreements negotiated
by Equxty to which reference has been made m the prevnous ¢hapter.

roup of institutions ~.the Coaference of Drama Schools. The ex-
planatnon is to be foufld partly in mployment statistics mentioned

e . in the previous chapter which sh that they provjde about 80% of .

the actor entrants who get-jobs in commercial and non-commercial
- regional theatre, and chlldren s theatre. These statistics are supported
‘ b the fact that about 85%; of CDS grdduates get Equity cards (and,
by implication, jobs) WIlhln threg months ol‘graduat:on (see Appendix
C) Morgover, although exact figures are very difficult to assess, it
is the lm;fesslon of many people who stibmitted- evidence that this
very -high CDS employment ratio actually increases’ after five to

 tested. But the 1mportance -of the CDS in the

pojver is most severel

%' 27 In the context of these general reservatxdns, it ‘may seem sur-. .
" prising that the larger part of an account of the present system of “*-
"drama training should be taken up in a description df one particular - -

~
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drama training system is measured not only by employment statistics.
Quite simply“the CDS represents the core of fyJl-time vocational
« drama schools recognised by the profession and the students as the
. ~ rincipafcentre of drama training. While it is emphasised that no-”
Judgements are intended of individual schools either inside or out- .
™)  side the CDS, it is clear that it #§n this arez that the bulk of serious
' dramatrammg takes place. When we\do come toanSWerthequestton,
‘ Is drama training necessaryA™and, C}n it be tmproved" *=itis -
chiefly to these schools that Jwe xefer. * ) i

he follo mg(ltret i tegpries.ofinstitutic:}s}r'om which * .
act S emerge , " - A
1. CDS and schools of si standmg .
2. Other vecational #faining (non-CDS drama” schools pnvate
~~ # teachers and sta schools). o
3. Non-vpcational; ing (wmversity drama departments, colleges
of education, p chnics and colleges of further edu,catton) T .

It is coyment ok at categones 2 and 3 first. (A list of the

institutiofis in each ategoer{-grven in Appendtx'D)
_.g/ ! 1 .
=N n-vocat,loéal Trammg T Y
(Umversrty Drama Departments, Colleges of Educatton :
Polytechnics and Colleges Further. Educatton)

29. Wheh«constdei’fﬂg‘thtsyarea it is necessary to, bear in mind two
rmportant\ facts. First, far-rdaching changes are ‘taking place in
, sector, which will-have fa considerable impact on future trends
in drama education. Seco dly, although all three provide the
country with-a valuable and wide - -ranging selection of courses
relating in one way or another to drama, they have in common-
-and will contirrue'to have in common -this vital characteristic: that
they do not and a§ not intended to provide vocational drama trammg

&s will be seen bdlow, each includes an element of ‘pfactical work in

its cufriculum and, each hrstoncally Has produced a certain number -
- of professional actors. But it-is vital to any. understanding both of
the present set-up and more important]y of the ltkely future develop- -

" ment of drama trammg, to keep this distinction absolutely clear and -
" in the forefront of one’s mind, rfconfusron is to be avoided. :

l
PR

30. Whtle it is dtl’ﬁcult to predtct exactly at what pomt the present
evolution of the higher education system will cofne to rest, this much
. at least seems clear. As drama becomes r}lore and more accepted as p

[N

( ’ . ’ -
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a subject in its own riglft in sefondary schools, so more and more,
.»studentg will leave school intefested in pursuing the study of the
subject at degree level. To cater for this increasing demand, there
“ma)’ well be an expansion in the numbers of students reading
~ theatre arts courses at university drama departments. Thes\e courses,

N

-

. ‘ whidh will apply the same agadgmic critetia of assessment ahd selec- -

tion as, say, history or language courses, will lead.to BA’s and it will
become as much a matter of reutine for-¢ivil servarits, ldwyers, acad-"
. emics andteachers to have read theatre arts atunifersify as philosophy

.
« .

or Engtish. - / _ - .
31. The Colleges f Education are being' raglically altered. Few will -

survive as institutions devoted solely: to the training of teachers.,

'} Most will merge with other institutions of Higher Education LPoly-
- technics, Colleges of Further Education of Universities) and (¥ fest.
will -diversify their activities so-as to Y¥€ome General Colleges of

. *Higher Education working up to degrfe level, in which the training

of teachers will only play a part. Onejof the major consequences of
*_this re-organisation is likely to be the acquisition by polytechnics of
thriving college of education drama™departments and- a general

°7 . increase in the demand for theatre arts courses. Afready the Council

.'\ . for Natjonal Academic Awards (CNAA) have set up a Creati\_{é.and <
.~ Performing Arts Panel to validate these new courses. What is crucial -

o " to.bear-in mird is that although this development

greatly to be -

intefbst in drama, it will not in any way be a part ok the future patters

*.,of vocational training. The model of t
arls courses will be-that of the unive
rather than the vocational training pr

~32: The relevance of these changes in §h¢ higher education system.
niversity and polytechnic
vocational drama -

\\t0 the future of drama training is not thit
‘>rama departments will provide alternafve
schools, but that they are likely to supply the
. number of post-graduate studénts who yant to beéomq,professiopal

actors. ¢ o " - . -

/ : \ Wniversity .Drama Depaffments ' L

33. Seven' universities il Bfitain hav§ drama departments which
award first degrees in drama — fig® are§n England, and one in Scot-
lagd and one in Wales. Three degree.courses can be tak
either‘alone or with another su Four have :to be taken with
another subject. Less specialised stwdy of dyama may also be included
in other degree courses at- most-of thes

- -~ Newcastle, ?berdecn and Lapcaster. N
w .
K’ . l . A 2 -
e e . ’ ’ 7 [ . '
. B » 4
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. 34. Allof these courdes are academic arts degree courses. A‘fhough
many of them provide opportunities for practical ) work they are also
eared to “the study, of dramatic theory and criticism, and the litera-
" ture'and history of the theatre. The basic difference -between a uni-

* versitydrama department and a drama school is that the formey offers
a general background course in both the analysis‘and.practice of the

- theatre,/whereas the latter provides a'specialised vocational training.
Frdm the poift of view of the student, the-#Xractiens of.a university
, drama department (ratios of applications to laces_afe -as hrﬁh as

37:1) age threefeld. Mandatlory grants are avallable, career options
can be kept open, and the student emefges with a university degree:

t <. In practice, only a minority of students do actually go mtd the theatre.
Of-the four departments cahvassed a'lthough the Jargest number of
graduates wepnt into teaching of some sort and a large number went

. into jobs mi'orvn{gsocxal uses of drama, dnly 10%, 15%, 20%, -and -
©30% respectively got jgbs in the thedtre, mcludmg directors and
_designers as well‘as dctors. In absolute terms this may mean no more
» th&a two 6r thréeactors from any glven university per year, and it is
. for that reason th3¥:we include umversrty drama departments\under '
‘the, non-vocatl fal hex mg .

«

-l
. %

. 35. Although anyo 'can name dlstrngmshed “actors who went
stralght Yrom" umversrty 0the West-End — and theke is agreement
; that the universities are gapable of injecting. intellectual vitality into
the living theatre — the heads of the drama departme¢nts are thel- -
o universities are not intended to be sub-
¥ stitut for or.in competmon with drama schools.-On the contrary,
fr??f es- thinking -of becoming actors are strongly recommended .
0 onto a\drama school before entering the professron and two. ..
university depa nts have strong, informal links with two' drama~_
schools to whom they sed a trickle of graduates Indeed orte of the
oncerff§of heads of dramadepartments is-to; encourage the pro-
vision,of s specially shortened ‘post-graduate coufses at drama schools
- which would discourage graduates from trying to go straight from -
‘university onto the employment market. Paradoxically the univgrsity
‘ draza departments tend fo ?ave more; lavish facilities — jncluding
such things as TV equipmepf and: ‘modern theatres — than many of ,
. « thedrama schools. Butasone head of depprtment putit: * The course
‘wﬁprovrde is not regarded in any sénseé-as an alternative te/a quali- -
fying, vocational course at a drama school, although it may well
serve the student as an excellent preparatlon for.such a course
-” » :
36. It is necegsary at-this point to refer to the old establlshed societies:
at Oxford a/id Cambn@e -'0UDS; the ADC, the Footlights, the :

ERIC
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‘ Mquowé So.giety, ::md the ETC - w}%?ch, with,other'smalfer groups,- +

‘have over the years produced a number &f the nation’s best-

= \\_ known agtors and directors. For'maz undergradugtes Oxford and

Cambridge offer ajmost ideal conditighs for serious work in drama,

* witlt theatres, tech_fxzr(a]’skﬂksémi-professional directors and national
~etitics, all contributing o an environment ideally suited to fostering .

which springs from the revival of drargg in the late nineteenth and

. /\ -original and exciting wetk. They still b:;}ﬁ.t from.a steady tradition

3

-~

;. " probably always\will-de' so,. there a

early twentitth centuries; which made the ancient universities centres

- '..,.,'1 ~of sefious drama while the Lghdon_s.taw at its most commercial.
a

* In addition to. this tradjtion, howeyer, m of the'successors to,the .
“highly educated, and talented actors ana actresses who have come
from Oxford and Cambridge'in the past are now to be found inthe
8o of so .other universities or colleggs which- increasingly adopt an
attitude of encouragement totheir students’ extra-curricular activities. ,,
. Although a few of these graduates go straight oh to the stage and
rémore of these youpg men and
. women now seek professidpal drama training when they leave uni-

.~ versity and-this is a trend which we whole-heartedly welcome and *

—

.
\
\

RN

| 39. -Of the 160-pdd colleges of education in the country }

) _.(fdlleg‘os of Education

22

strongly recommend the'zﬁ‘ma‘ schools to take.intg account in their -
future phanning. AR ') C . . .
s ) . - . . ~

37. Ten universities &e_Appendi)g_D) offer po'st-grzidua;f:'coursqs. -
] a. These vary from Qi,e(lo two years in length and level to -
Phil, Diploma.'or Certficate in,various aspects of drama

d theatré arts.. These are exclusively acade’mic.a&d contain °

v o Ve

studies :
_al.elemel}'t" - - ; : ) )

N

and movement have played an importanttréle. Since 1945 growing

38. Im the great pritnary school rev'oluﬁoﬁ%?lreﬁs_l"; }ears, drama /

numbers of secandary schogls have come to appreciate and éxploit ’
the educational potential of dramg~ as a subject, as a-way .of inter-
relating subjects, and,as a way of developing the self-confidence and
self-discipline of children. ‘The colleges of education which train- -
teachers have given the educational aspects of drama an increasing
:prominem{:vin their curricula and in conseguencedrama has been
taught with increasing seriousness.and pge nali

In-the currfcula of the comprehensive ychools espefially, creative '
arts dephrtments offering options in mugic, danemg, irama and.the ..
visual :‘rts‘play a central part. . -1 » '

Co K LI - PO
one halfoﬁ'erfd drama courses of one kind or another agd

-
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third offered-drama ‘as-a. m;,un course? These Gourses Jastcd thrce
' years, or four years for_studéns t.tkmg aBachelot, Jof Education
/ Degree. or post-graduales. the course was one yenr Al]l these !
* *courses I&d 15 qualified teacher statu®as rcY:og,msed by the DES and ‘

© to entitlement to Burn sca sajary: ; [1 addition, thrée uni-
versities award drplomas and c%rtlﬁcatcs for drama - courses for
. . !
Ft_eacher:. . ' K _.::'.V;.-. o) - PR

40. The various drama de qrtment;m colleges of education enjay-
a considerable Gfgree of autonomy, aad courses vary. Most sylla-’
buses, however, mclhde work under ollowing hea.d’rngs v

i

. (a) .History of Drama and the Devclopme e Theatre. R
(b) Gritical Work - eg Concepts of Tragedy’, audiehce psy-
. 77 chology., k x
{c) Practrcal Work in Theatre Arts
. (d) Drama and Art of Acting ~ e.g. mime, movement and 1mpro-
vrsanon oy
(9 'Study of Contemporary Pro/[z55|o'nal Theatre, Frlm, Televrsron :
" and Radio.
(l‘)t Drama with, by and for Children and Young People ~ the pro-

l‘essronal aquct of the subject th the classroom situation.
. - .

u

-~

(

‘41. As colleges of educatnon take their place in- the rel‘ormed
hlgher education system, the availability of drama options ia various .
con'fhrnatrons may well be greater for fnany more students than ever

, ‘before. 'A fe\Pqualrfed teachérs find their way onto Equity’y books,

v but the“majority of these go tn;go/The re-in-Education, which is'a_ »

2 comparatively ncw field, of great potential influence/for th¢ theatre’
.~ .as.a whole, spanning the theatrical and - educatlon/al world®, - The *
. majority oftrarned teachers teach in prrmary secondary schols
and thereby play an important jpart in creafing the general interest,-
in.dramawhich ultimately l'uegthe vast network of amateur drama, "
grreates the audiences for professional drama, 4nd also inspires some - " .’
-people to become actors themselves. e number of colleges of edu-
cation graduates who join the staffs of drama schools is very small,
singe most drama schogls ¢ sider it vital to take therr staff frdm the
" ranks’ of practrsmg actors d Gli’rectors
Polytechmcs and Collegesp of Further Edfation .
L 42 -Two drama schools in the. CDS’ which started out as prrvat!
schools in the independent educatlonal secton,. “have' -entered the™
%" system of further education partly in oider. to secure their financial ‘
~ future. One became part ofa polytechn;c(Manchester) and the other

1
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' GO[NG ON THE STAGE

a monotcchmc , a single-craft institution’ grant-ald;d by the Inner/"

London Educatjon Authonty {Central School of Speedh and Drama)

In the general reshapmg ‘of -t€acher education, a number of poly-
' t'ec}ﬁ'uc,s will acquire collEge df éducation drama departments, and
asa result theré will be'a onsxdemble number of polytechnic drama

drama (see Appendnx D). W;hercas the Centr;ll School and Manches-
ter Polytechnic are fully’ vqc:éuonal drama schools, the comurses offered
at these 15 colleges are “aligned wj
level educatipn and in some ¢ast

. nl} one tiird of the first year is

devoted to Speech and drama. ’Ihe e ‘intended to awaken or : .

nurture an interest in the theatre, ra ghan to prepare studefits. fon
a career on the stage, and the numbe f'g duates employed as acters’
is negllglble As has been pointed out, the whole systcm f further -
education bemg radically re-structured at the present §me, ‘and -
the colleges listed in the. Appendlx will (for the most parL)'be mcrged B
with. other colleges. T o . e . ,.{

. . L.t .

'V'ocﬁtional Trainihg PEE Y A

Stage Schools ’ '

" 44. There are no stage schools in the publlc sector. ofeducauon wuh
the result that\deﬁmuons are as elusive as statistics. 1h the private’
sector ‘therc are.a fewwell-established stage schools, such as the ™
Barbara Speake zmd Italia~Conti, which have a separate role in the

overall pattern of drama training. Their stated ajm is to provide for ..

chlldren, wifh’acting ambitions a full time gener‘hl education mixed
,in’ -with specialist training in the various acting;skills. Thc,entry age
|s normally between 8 and 13 and students leave at the ageof 16.
Lessons in non-drama subjects age arranged as at nor: ,l‘secondary
school, and full-time teachers prepare students for a rghge- of exam-
inations up to * O’ level. -Some of these schools alst act 4s agencies
for the employment of children and young people in ‘the theatre,
films and television and it is in this area, rather than in the field of -

adultemployment, that the stage schools link up with: thc professnonatu o

-/
thcatre -

45. Stage schools naturally 'play'éi léss important role in dr
training than thenr equivalénts in the field of dance or music where

T : : .|
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technical training must be studied at an carlier age. Nevertheless,

so long as they do not see themselves as alternatives to the drama

schools, there js no reason in theory why stage schools should not

provide a useful service by preparing students for further training

and also by acting as a sorting basé-in which children can find out

how much they red[ly want to go on the stage while keeping other .
options (m the formof * O’ Ievcls) still open. E

46 In practice, however, various sections of the profcssion appear
‘to have grave reservations about some individual stage schools and
the way in ‘which control over them is exercised. The propnety of
combining profit-making employment agencies with the running of
a schbol causes a certain amount of uneasiness, and doubts have begn
raised as to the standard of non-drama teachmg in these schools.

Some witnesses went 0 far as to allege that in some schools pupils
are in practice often left with no alternative but to try to enter the
acting profession even if they lose interest because theyfindthémselves
without sufficient academic qualification for other jobs. The legal
position’ is that stage schools providing full time for five or more
children of compulsory school age and setting out to give a general
education combined Wwith drama training would probably satisfy the
definition of an independent school and must in that case register
with the DES undcr Part 111 o&t.he Education Act,1944. Registration
involves inspection from time to time and the requirement to satisfy
certain standards; failure to do so can lead to a notice of complamt
and possibly to closure. As legislation stands at prcsent the DES is

-obliged to register any indePendent school if an application is sub-

mitted — unless it has previously been registered and the subject of a
closure order. Responsibility for registering the employment agency "
functlon lies with the local authorities. In view of the fact that this’
" is clearly a complicated and sensitive area, we believe that it is in the
interests of the good stage schools that there should be a detailed
~examination of the role of stage schools within the drama training
system, and we include this among our recommendations.

47. In addition to the established stage schools, there is a prolifer-
ation of schools with lesser ambitions and facilities, whose purpose.
is to provide for any interested child, irrespective of talent, basic
training in drama. These often take the form of Saturday morning
lessons and are exclusively “.drama academies * in the sense that they
do not aim to provxde an all-round academxc education as well.

Non-CDS. ,Drama Schools and Private Teachers
48. Of all the institutions connected with drama training, this cate-
gory is the most elusive. Apart from the elementary health and fire

?
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) safety regulations, the gdvernﬁ"fent plages no obstacle in the path of
any individual who decides either to set up an ‘ academy of dramatic
art ’ or to sct himself up as a private tutor. There is no agency res-

~ sequently, therc is no way of establishing: how many of thém exist,

-- what their professional standards are, orihow many students they
attract. One drama school outside the CDS - Mountview Theatre
School - is formally recognised by the DES-as an efficient institution
of further education and a further seven are referred to as ¢ principal
drama schools * in DES and Central Youth Employment Executive

-r publications (Appendix D). Five other institutions advertise théms

I stlves as full time drama schools in Contacts and-fifteen as ‘ drama -.

schools, colleges and academies * (presumably part-time), although
no indication is given of the scale of tuition offered: There are also
. advertisements from about 65 individuals offering elocution lessons.

49. Itis at least clear that this category covers a very wide; range of "

vocational standards and facilities. " At one extreme there are one or
two drama schools which have'a good professional reputation and
can be thought of asin the CDS class. At the otherextremeis a myriad
of ‘ byass-plate * academies, run by uatrained and undistingujshed
principals, not to train actors for a career on the stage, but as a com-
mercial enterprise often catering for foreign stydents or giving Satur-
' day morning lessons to school children. Somewhere in between
there is a respectable and respected little band of retired actors and

actresses who give lessons in specific skills such as voice or movement;

not-so much- as a substitute for a course at a drama s¢hool as to sup-

plement. existing training.. Although, as With famous, university

graduates, one can think of a handful of eminent. members. of the

profession who emerged from this wide and disparate background, it

does rlot provide a large constant flow of actors into the mainstream

* of the acting profession. . Although 309, of actor entrants into Equity
0 came from this category, comparatively few go into regional theatre
i or theatre-in-education; the rest.get Equity cards, nominally as actors,

in other areas of the entertainment industry. ' .

, The Conference of Drama Schools -+ .
50. Between 1961 and 1972 some twenty independent drama schools
were inspected by HMI at their own request. Since the. drama
schools are independently run, inspeetions are not compusory. Of
3 these 20, 14 were recognised as * efficient * establishments™of further
“education. It must’be stressed first that such recognition does not

- ., imply that they have or.should fiave support from public funds, and .
7.'. " . secondly that such dramd schools as are not recognised may not-have . -

~
»

.26 - . '. i >

L e L

ponsible for licéncin’g or validating such schoqls and teachers. Con- .
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been inspected by the DES ahd are not automatically to be assumed
.to have failed to come up to'adgquate vocational standirds or DES
standards of cfliciency. On the other hand, many schools applied to
be inspected in order to gain the prestige of DES recognition and be-
cause this tends to persuade LEA's to be more generous with student
geants. Thus, with a, few cxceptions, the majority of unrecognised
drama schools have not been inspected and no conclusions as to
their standards can therefore be drawn from the fact that they are
not classed as * effictent °. Recognition involves certain prescribed
standards of size and equipnient. It also inpplies breadth of syllabus
rather than a sharply vocational focus. Artistic standards are strong-
ly noted but are not the only consideration in granting recognition.

. v -
51. In 1969, twelve gf the fourteen * pecognised schools ", together
with the Royal Scol}sh Academy of Music and Drama (recognised
by the Scottish Education Department) and the Guildhall School of
Music and, Brama (which had not sought r¢cognition) formed them-
‘'sclves into the-Conference 6,(‘ Drama Schools. The,CDS was sét up
for the purpose of providing for.its members a collective voice in
dcaling with the DES, LEA’s, and Equity, ip response to what they
¢ saw as an increasingly difficult financial pos ipn..It must be emphas-.
" ised that the CDS, which is a self-selecting and self-regulating body,
has'no formal-status. Its importance lics in‘the fact that 1t represents
the ndcleus of established and reputable full-time vocational drama
“schools in this country. Recently, it has also started to establish links
Wit ,t}l)p dance world. 0

53."The following drama schoolsmare members of the CDS:

The Arts Educational Trust Schoals.-, :

The Birmingham School of Speecf Tfaining and Dramatic Art.
- The Bristol OId Vic Theatre School. :

The Central Schopl of Speech and Drama.

The Rose Bruford Collegé of Specc and Drama.

The Drama Centre (London) Ltd. _“

East 15 Acting School. '

The Guildford School of Acting and Drama Dance Education.

Guildhall Scheol of Music and Drama. ‘

London Academy of Music and Dramatic Art.

Manchester Poiytechnic School of Theatre.

Royal Academy of Pramatic Art. *~ - -

The Royal Scottish Academy of Music and Drama.

The Webber Douglas Academy of Dramatic Art. v
, ) , Lt .
p . . N 27
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(It is convenient to deal in.this section aJso with the Welsh College of
Music and Drama which, though not a member of the CDS at the
time of our enquiries, has recently been admitted to- membership).

53. Th’g;lcceeding paragfuphs review the schools in the CDS under
the following general headings: financial position, courses, feds,
. student grants, stafT salaries, numbers of studentsSratio of applicants
“to places ‘offered, §tudents academic qualifications, selection pro-
" ¢edures, assessment, diplomas and degrecs.

Finance
54. The variety of methods of financing the men&bers of the CDS
reflects the character of their evolution to which reference has already

* . been made. Although they all started as private schools in the in2e-
peéndent educational sector, six have come, at different times,' frém
different sources and to different degrees, to receive subsidies. Three
are compietely. financed by public money through different,channels
- one (Royal Scottish Academy) receives direct grant from the
Scottish Education Department, one anchestér) has merged with
a polytechnic of which it is now a dgpartment, and one (The Central
School of Speech and Drama) is grant-aided by the local education
authority. One (Rose Bruford) receives deficit financing from the
further education pool via Bexley LEA, because it is a recognised,
college of further education. One (Guildhall) is subsidised by the «.;
City of London Corporation and.one (RADA) shares the income"
from the Bernard Shaw Estate which derives from theecopyright o
the productionS' of Shaw plays and- publicdations and 'therefére' '
fluctuates, but is a substantjal part of the school’ s income. The Welsh
College of Music and Dra:\a is maintained by South Glamorgan and
financed out of the LEA pool.

ast four years is almpst dlrectly in proportxon to the, in-
flationary increases in their expenditure. None of the schools has
substantigl capital resources, which could be relied on to meet annual s
deficits,' with- the exception of their buxldmgs which cannot be con-
verted into income without the schools closing. “Since, as is pomte .
out in paragraph 61, LEA student grants at these sohools are not " -
mandatory, these, schools have no security of income, and in some
céses face the dilemma of hzzui.rgg to raise fees and thereby risk pricing
x

/ 30\ e
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themselves out of the market. 'An indication of the gravity ofithe
financial posmon of these schools (and also of some of the subsidised
schools) lies in the number of them which run on net annual deficjts.
ln 1972/73 four had deficits which ranged from £14,000 to £10,¢00,

¢ had a surplus of only £2,500 and one had a notional surplus
£ 000, which in reality represented the salaries of share-owning
staff. Four have reccived Small ad hoc grants from the Arts Council

' emergency fund, which exists specifically to prevent drama schools

from being forced to either close-or to lower their standards. ~* *

56. The CDS schools see their primary and most important funcuon

as the professional training of actors and associated prof‘essnonals’ )

Within that broad framework, there is a great variety of artistic app-
roaches not.only to the teaching of drama but to drama jtself, ranging -
from “distinguished classical vaeademics to dynamic expenmental
workshops. - Each schoolyhas a full-time acting course. ranging in
length from two to three years. “In‘addition all but one of the schools
has .at least one, and up to three, other coursés. Of these, four are
stage mahagement courses ranging fronrone to two years in length,

“six are technical and des:gn courses, including carpentry, lighting,

electrics, sound, * scenic design®, props. and wardrobe, ranging from's

terms to 3 years in length, four are teacher training courses (3 years),
ofie is a speech therapy course (3 years), ofic a course to,give qualified
teachers on a year’s secondrtient * a dirgct experience of the elements

.of drama *, five are postgridiate coursesT‘stmg’o’ne year'(of which

two are pracucal two theoretical and one a mixture of both), and
ﬁnally there are three directors’ courses, the, only ones of*helr kind*
in the country. We refer in the next chapter to the nature and the
quality of the trammg provided by these courses; smce that'is at the
heart of our Enqunry R oo T a

Fees o v l
57. ln the academlc year'. 1974/75, fees for acting col¥es at the non-
LEA controlled CDS schools rdnged from £492 pA. to £750 p.a,

Fees for post-graduate coursés were occasnonally slightly hlgher

while fees for techmcal courses were sometimes little lower.. In 1973"°

the range was from £420 p.a. to £600 p.a. These figures represent an
increasé in fees of approximately 209, which itself reflects the fact'
mentioned above, that non-subsidised schdols depend alinest com-
pletelysfor their income on student fees, which.have therefore to be

e AR

'l

(

raised to offset the effect of inflation on expenditure. There has been”. '

a steady rise in fges from the 1968 averagelevel of £300. Unless some

'alternauve sources of, i income such as pubhc subsidies are forth-

Ky a

-
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coming, Yhicre is every prospect that fees will continue to rise to keep
pace with'inflation. This raisés the spectre of some drama schools
being forced to choose between prrcmg themselves- out of the market
(particularly if LEA grants remain. discretionary) or cutting dowh
= the number of U.Kx students in favour of foreign students, of whom

) ‘there appears to be a near inexhaustible supply, especially from the
USA.* -
\58 Significantly the two CDS schools dtrectly financed by .their

LEA’s were able to reduce their fees to a nominal £72 and £90 p.a.
respecttvely, since changmg from prrvate schools to an LEA mono-
E technic in one case and part of a polytechnic in the other. This has
- given them increased freedom of choice in selecting students now that
they do not have to take on a predetermined number of students each
year to balance the budget. Moreover, even for those students whose

2+ parental income makes them ineligible for an LEA maintenance
' grant, a fee of £60 p.a. is less likely to force them to turn down:an
offer of a place than a fee of £750 at one of the non-subsidibed schools.
_The example of the Central School’s income and eXpendlture account

"in the year before it Jomed ILEA and the year after, is mdeed in- -

© structive. | . 7

P

59. Ip 1971/72 the last year in whith Central operated as an inde-
pendent school, 95%, of its income came directly from student fees.
In 1972/73 only 12}4% of its income came from student fees, and 85%,
camg, from an ILEA grant. Put in terms of hard cash, income. from
fees went down from £129,000 to £21,000 in one year, and was more
than‘¢ompensated for by a grant of £141, 000. Quite apart from the
long term effect of guaranteemg the financial securrty of the Central

School and relieving it from an unhealthy dependency on fees, the

change had the not ummportant effect of converting a £5,000 deficit
in 1971 fo a £2,000 surplus in 1972.

»

60. The Welsh College of Music and Drama which is supported by
_ the South Glamorgan LEA, has a fee of £105 p.a. which has remained

cqnstant-for 7 years; and the Royal Scottish Academy of Music and
Dyama which is financed by the Scottish- Education Department,
arges £99 p.a. whlch has also remained unchanged for some years:

*It would, however be quite wrong to deduce from these hrgh fees that the drama
schools are financially extravagant or irresponsible. On the contrary, even the
highest drama school fee of £750 compares favourably with the national average
cost of educatmg a student at a college of educatron which is £ggo Loy
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Student Grants :
61. Students at CDS schoolsﬁre not automatically eligible for man-
datory tuition and maintenance grants from local edu§ation authori-
ties. The reason for this is that the CDS schools do not award degrees
or degree-equivalent diplomas, which is thé DES criterion for mgn-
datory grants. The CDS claims that this policy fails to take accouht
1 of the stringent professional standards of their member schools and
that it discriminates unfairly against drama education as against,
not only most other branches of higher education (univergities,
colleges of education and polytechnics), but alse specifically, fineart
K education, where students dt most art colleges receive mandatory
" grants.. Art training, it is claimed, is no mere demanding than drama
training. .

v

62. Fhe system that operates for CDS schools is that each LEA has -
the (ﬁscretionary power to award grants to students from its area, -
whorare offered places at member schools or at any other institution.”
There exists a DES list of schools recognised as efficient (see para-

graph 50) and most progressive local authorities tend to use this list
internally almost as mandatory. However the list is out of date, does
"not correspond-to the membership of the CDS and is not binding on
local authorities. In Scotland, the Scottish Education Department
does give mandatory grants to Scottish students accepted by the
Royal Scottish Academy fgr its Diploma in Dramatic Art.’ Anaverage

of 63% of U.K. students on acting courses at non-subsidis.ed CDS
schools receive discretionary gran}s. At one school the figure is as

low as 25%, at another as high as 95%,." e '

2 . : ”‘) .

~ 63. Itis diffiult: for two reasons to assess exactly the-extent of hard-
ship caused .to students by their, not receiving mandatory grants.
frstly, it is not known how many of the students riot in receipt of an
LEA grant were nominally offered granty but turned down because
their parental income was too high for the grant to be paid. Such %
students;; of course, would receive only minimal grants even if they
wére m_ﬁ%datory;. The oy schqol to provide figures on this point
_ said’that the majority of its students who did not receive grants were
only excluded by parental incomie, and: the remainder were excluded .
beeause - they-had already received grants for higher education. *,
Secondly there are no figures op how many potential students had
to decline offers of a place at a CDS school because of not receiving, *
grants. This clearly would be'the greatest area of hardship and‘ the.
least desirable consequence of a discretionary polic} both from the * "
" point of<iew of the disappointed student.and from the point of view 2

ERIC
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of thc p;_i? ssional standards of the schdols xmd ultimatel efécting
professtofffiIndividual examples bf such cases have beenfbrought to
the attcntlon of the Enquiry. ,t v ‘ \
64. Itiscertainlytrue thatthe pnnclpals oftheLEA suppor;ed schools,
ost of whose students receive grants, are relieved at'rarely haviimg
td\tyrn away students who cannot afford the fees. It is‘also prably'
trfie that so long as the schools depend op fees for their i mcome, they
will be less vulnerable to the pressures of inflation gnd.rising fees, if
fees are guarantded by LEA s rather than dependent on students.
In financial termsyhowever, the issue of mandatory grants is not one -
. of life or death foy the schools and™ ‘preparation of p to date and
e strongly recommended DES list of recognised schaﬁ' might suffice
_ for the discretionary award systepf to work more.equitably and effi-
ot clently xhan at present. - 7{ RIS .

=

65 As far as individual students are concerned how ver, thxs is an

. issue of crucial importance and, though small in numbqr, the number
-7 of cases of refusal to award grants may well increase in some LEA
areas where drama trainingis given a low priority. Four of the schools

wffer scholarshlps based on mierit for students th fail to receive

grants, but in each case there are only two or three scholarships -

a llable ;

S aﬁ' Salarles "

66. Since most of the CDS schools are mdependent msutuuons in

the private sector of education, there is no standardisation of staff

+ salaries either in amount or in method of payment. Full-time teachers

in the two LEA schools'and the school whose diplonta is recognised __

. as conferring téacher training status are paid on the Burnham scale
for further education teachers, as are the Welsh.and Scottish teachers.

. Of the other schools, two pay at an hourly rate, one pays annual

- salaries related to its sister theatre company, five pay some of their

’ . lecturers an hourly rate and some annual salaries. In-addition all
" the’schools hire part-time lecturers and occasional guest directors

either at hourly rates or in a few cases at weekly rates, or with a pro-

ductlon fee.’

. . 67 In three ways the lecturers at the mdependen.t schools are at a
grave disadvantage compared to their counterparts inythe subsidised -
~ schools. Firstly; although hourly rates suit ggge teaghers who com-
G . bine teachingwith acuve careers as actors, they arevery unfavourable .
for full-time teachérs who are not paid for hqliday time and enjoy
no incremental@ale. Secondly, the actual rates of pay are less than

-
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. those of the publlc sector. Tlhrdly the teachers have no security of
' ‘tenure, which is vital if a school is to build up a permanent staff over
a period of years. Hourly rates ranged from £2.00 to £2.85 and salary

scales from £1,200 - £’2,7oo to £2,000 - £3,350. The mabllny of many
gchools to offer competitive salaries is a source of anxiety to prmclpals

« particularly since the new Houghton pay increases for teachers .in

- thé public sector.
. Student Numbers :
68. At the start of the. academrc year 1972/73, 835 students were'
registered for acting courses in CDS schools. The least in any school
was 31, the most g6. Of these 835, a total of 307 were in their first
year. The smallest intake in’any school was 10, the largest was 38.
Drop-out rates varied, but only about an average o( 15 students per
.schaol gradpated at the end of. the academic year. "In other words
only about 50, of those who enter complete the three year coursé.
o Some schools however, are opposed to a hrgh drop-out rate on
s prigeiple < the Centra[, for example, had. enly one less in the third " -
,  ye¥l than in the ﬁrst year course. ‘There was a:total of 121 students
" enfolled’n-technical atd sta ¢, management courdesiin the six schaols
offering such courses with the lowest 2, the highest 40, and the aver-
' (dage=20. 248 stude_nks wer lled in the four,teachcr trammg‘courses
in addition to the r§o‘stude on the joint acting and teacher train-

- ing course offered by a fifth school. 105 gtudents were involved in
dther courses. (including 65 speéch therapists and 35 directors) at
four schools ' :

¢ -

69 In total, 1439 stud ntswere engaged in courses at thlrteen schools
The least in any one school was %3, the most was 236, and the average
was I11, (These figures exclude the Manchester Polytechnic, whose
drama course is too new for there to be ﬂevant statistics).

'

.-

Ratio of Applications to Srudent Piaces - R
70, The average ratio of apphcauons to studemt. pLaces"oﬂ'ered at i
CDS schools in 1974 was'11}:1.- The .srhalrest vas 5:1, ’

hrg est25:1. In the two.Enghsh LEA-maintained scho sthe average
0\ was 214:1,-which ‘may reflect the gpeater attraction of' LEA
ted schools”wrth their lower fees and greater posslblhty of
ance grants. Flgures issued by, the three schools which dis-
tinguish between ‘male and - female apphcauons in “their records
sreveal that it 4s almost four times as.difficult for women to' ge:l;l

' drama schools as for men + the average ratio being 27:1- for wogen .
and 7:1 for, men. The average ratio for technical and stage mapbge-
, ment courses is 3 for taachmg courses. 5 I and for post-graduate * -

AU .
. .
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courses 2& :shThc rauo‘ ‘of applications for forelgn studcnts at the
ich kept the rclevant‘ﬁgures was 7:1, but this may be
uncharacteristically low. ( -

Srudvs Academic Qualifi cations \ )

1. All the p‘_ncxpals of the CPDS schools are adaﬁa that academic
qualifications are irrelevant to the capacity of studdgts to benefit
from drarha training and to become good actars. Only the two LEA
controlled .schools have formal requirements for academic quali-
ficatjons, and even to these requirements there arc exceptions. One,
requires a minimum of 2 * A’ levels, but is prepared to and does in
practioe waive this rule in the case of exceptidnally talerited students.
The other has no academic requxremems for its acting and technical
courses, but requires a minimum of 5 ‘O’ levels for 1ts teachprs’

courses in accordance with DES regulatxons, and 2 *AY levels for ..:"

- its speech thcrapy tourse,- although *here: apain exceptxons are made 5

i fqémature studénts. The Royal Scottish Academy requires 2 higher.
« afid 4. © ":level eXam passes for its, teaichér” traxmng course:and Rose’ . ¢,

.Bruford, requxres 5°Q° levels for its Joxnt tea jher tran’lmg/actxng K
coursc ' .

*>

72, Of the'rest, n?ne of the CDS schagls formally requxres acadenuc .
- qualifications of its students, although-they have dxﬂennﬁxews as to

the desirability of havxng them. Most principals see them as an -

asset to some extent —‘5° O’ levels are preferred * The paore ‘ O ’s
/eo/d/ A-s the better ’, “* O ’-levels_are hglpf§l”’, were the kind of
ents that were. magle. At the two extremes, one principal said:
¢ No agademic qualifications are requir&d and any attempt to make
them required would be fiercely resisted °, while.another. felt that
students without academic quallﬁcatxons were so rare that he may
in a year or two introduce a minimum requxred standard as a.matter -
of convemence .

73. In practxce the number of students who would be adversely

affected by the imposition of a mipimum requirement of, say, 5 ‘ G T

“levels is comparatively small of the schoolslfor which we haye

ﬁgures, in oné, only 3 out of 14 sfudents have fewer than 5 ok levels._

and 2 * A” levels, in"another 6 out of 54 have less than 5 ‘ O ’levels,

in apother 7. out of 24, apd in another 7 out of 69 - an average of
»-about 10% of students in these’four schools

74 It must be rethembered that the agademrc qualifications.of young
people are steadily rising.. In 1973/74 a third, of those-aged 16-18
were m full-time education. Many ‘of the - more able must almost

R
.
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automatically bave completed the sixth form or further education
college. If the profession is to continue to attract intellectually-able
entrants it is inevitable that they will hdve some academic qualifi-
cat.ions, whether the drama school requires them ornot. . /

- .

_ Selection Procedures e
" 75. In accordance with. their philosophy that the chfef charagter- -
..~ istic of a good actor is acting ability rather than academic o intel- S
lectual excellence, the principals of all the CDS schpols, including -
. one of the two ‘schools, requiring academic qualifications; refuse to ’
set any written entrance examinations. The only exception to this
rule is the schobl with the joint acting/t®aclter training course, which
scts a one hour written examination, but even this is coqxbincd with
» ~ an-audition for assessing practical skills.. The formula ‘adopted by.
. all the rest qf'the schools, isa combination of interview and audition.
. The auditions vary in léngth from {wenty minutes to a whole weekend,
. and in some cas‘e‘s'{herg are as nany as-four audition hurdles to clear.”
- The auditions are supervised by the principal and/ar members of .
the teaching staff. In two cases they are joined by professional actors,
and' in one school by two students already at thé schoal who are . 7 . -
~ given full yoting;;ght,s. : . T

) <
- . . PR

Assessmeny fDiplomas and Degrees = * \
76. For a variety of reasons, mostly historical, the CDS schools do
not .award their graduates.an externally recognised or centrally
. validated degree or djploma. This is no reflection at all on their -
professional -teaching standards, which ‘are jealously maittained,
but rather of their historyas a series of independent schools which,
* - have .grown ‘up in a privatd sector at different times with- different
approaches. .In many ways no less academic and no more diversified
~in their methods than the art colleges, the drama schools have not
hitherto beerr unger. the umbrella of local authorities” or the DES, -
whereas }ke art colleges have always.been finamced by public money, -

.
v

priginally for industrial ends, and have theréfore conformed to the.
general Arends in . public higher education .tdwards. diplomas and,

" more recently, degregs. . .,

Gl v

(N

. : . -
. 774 Superimposed on this independent and sporadic evdlution, there

., has grown up among many CDS principals an opposition to the idea -
of diplomas and degrees, based not on a reluctance to distinguish
between good and bad, hardworking and lazy drama students;, but = _ -
on a general opposition tp the introduction into their courses of
acadeémic cSntent which has come, largely erroneously, to'be assoc-

s jaed with the words * degree and. diploma "NUp until now, very few

< . S ) | 35
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of the. schagls hve aw ardcd uny sort of diploma, and most of 1Imsc
that nfe fWhrded signity: linle more than the regular attend@nce of
classes. ason given for this is that there already exists for the
students a hi
cye of visitin

- highly competitive gaditions after graduation, Nonetheless, bmudly

RN

- lopg as

'_spcukmg(w CDS principals are not opposed to the setting up of
lly validated apd, Apurtly cxtcvully-usscsscd diploma s&.

ent

) ﬁmdunu_ntul' ;pndltmm are met. The first isgthat the
criteria for Wic danmmL shquld ‘he ucting ublllty aind® nm‘”m\ldehqu'
prowess andYthat entry .should be. by competitiye entrunce exaniin-
atiqu or audftion, not by a pupcr qualification. The second jg that
the diploma should ffot seek to impose a uniform approach to mumu
or restrict the.very great variety of methods and emphasis that exists

"in the different schools and which consmutc; a bcneﬁt to thc pto-

fession. . « ¢ ' R,

. L
78 At the present time, of the schools ochrmg m.tmg courses, one
awards no diploma of any sort, seven give diplomas whichi® e not

worth or chndcd to be worth a great deal and@r which there is no~

exam or.assessment other than physu.al completion of the three

year C(jurse one aw.m,ls adiploma graded into Hogours, Conmiriended-
“and’Ordinary whleh is based partly on practical work and partly on

a-written exam after onc year on thwry of dance, speech and theatre

Wly rigorous ‘assessment, in the form oft catching the .
directors at public productiohs: and gc!tmg jobs in.

2

history, and bnly two, award dlplomas wh1ch are recognised outside |

the acting profession, Of thése, one is a teacher training diploma
awarded to all'students after a joint acung-teachmg course, and, the

other ‘(at one of -thc LEA. controlled schools) is a ﬂralght teacher’

training BEd degrce course. It 1s this school ‘whose diploma for

" acting students was described as * not meamng anythmg to anybody

by itself . : o - ?

5
.

79- As to internal'qi sessment pohcy varies shghtly in manner, byt .
in principle most of the CDS schools are committed to a fairly tough

‘periodic review as a result of which those who fail to make the grade

are asked to lcave the school. Indeed, termmauon of a student’s
coursc(whlch is the only actual selecuon mode after a student is

énrolled, is an important dedfactoifbrm of assessmenMwhich affects.
- significant numbers on a three year course. ThreeSchoolwset
exams and one repeats the entry audition at the-end of the first yedr, -

ritten

ot

- which is probauonary andtheﬁ"hasaformal system ofcommuous -

’ assessmem. .
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awarded. The' two L uglish
schools with separate euching coursés award Certificates of Lduca-
cation of the London tmversity Institute of Education (ulthough one
of these courses 18 bory phased out) wnd one, s offering a Bachelor:
of Fducatin degree. Fhe Royal Scottish Auuimhy af Music and”’
Deama awards a diploma i speech, antd druma which leads, after a
specinl one year course at Jor(lunhlll‘(ullc ge-of Fducation, to a.
Teacher's Certiticate. .uuL the Welsh € nllc;‘c of Music and Drama

L llu. .‘oﬂnc ul lhc svhools run spcuul{ coursey for which externally

_oflers i three-year gr: wliriite equivalent diploma, One school. hay a
spetch ;I;mp; course which leads-to a diploma rccugnncd by the

T, (‘u"'cgé t

Speech Therapists. Two schools offer diplomas for tech-

nical and stage management coursge 1wugh one is partly
Gused on written wirk, they sluul ‘very little More than successful
wmplclmn uf the course. o . . ‘

- e

“ﬁCOnLlusmn, S . )

81. The pictpre that cmcrgcs frum lhn chapter«is one, of a- -wide -

variety of instititians otfering n wide range of courses .- from the~
dramaschool affering o strictly vocational acting course to a univer-

-sity drama department offering an academic post-graduate course

in the study of Jacobean Drur s for the leading drama schools,
it is clear that ;hcy are ovcr-“:t}unbcd but undercapitalised and,
in some cases, facing very. critical financial problems. We now
examinc in detail, in Chapter 4, the artistic and professiongl nature
of the important work being done at the ¢rama schools.

» . . . ’
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Are drad® schools necessary? - | \ L
Ba. wa“h"‘“d'“l the great viriety of drama training that exists

" in this country, 4ny -enquiry of the present kind.cannot ignore the

fundamental question sometimes posed, both inside and ounide thc

.. acting: pmfeaslon are drama schools ncoessnry!

© 83. With certain quahﬁcatlons. our researches have led us to the
umanimous conclusion that drama. training is not only NCCEssary;:: ..

but positively vital to the health of the theatre. To deal With the

qualifications first, it is-beyond dispute that i number of the mast' "
dlstmgulsltcd actors .and actresses on the stage tdday received no' - .

formal training whatever - and certainly not qt a drama school. 4

- fortiori, given that the evolution of drama schools has been a com-,

paratively recent phenomenon' in the long and successful history of
the British ,thcatre. there were many generations of distinguished

actors in the nirieteenth and ‘early twentietli ‘centuries whose oyly . -
- ‘preparation for a eareer on the stage took the form of apprentnceslnp",.
on the job. Equally it is true that there are many exampiés of actors

v
"

without inherent talent for whom three years at even the bést drama D

schools has. failed ‘to provndc the maglc formula wh.lch 1eads to

. SUCCCSS.

- .. o b e .
84. It follows fl:/ both of thicse- ﬂacu that in-so fcr as one can :
pinpoint or isolafe the sourtes of ‘acting genius, they derive more.‘

from natural abillty, thah from acquired technique. Indeed this isa .. .

view which is not disputed by most of the. pnncnpals of tlic leading
- drama schools, who'do fof claim to be able to* créate *a Gielgud

* or an Olivier; It does not, however, follow that” dmma trairiing ha$’

‘nothing. at all of significance. to- oﬂ'er potcntial actors - even those’

7

5‘ On thc comrary. it is oftcn rhc suwcssful but. untramed actors
who are the. most forceful advocates of the importance of training.”
For gcmus in acting, like any other of the performing arts, can only.

ﬂbwcr ina substantnal body of professnonal expcmse. self conﬁdcnce o

" , S §

: of |rrcpress1blc natural talcnt »‘ ' P
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and technique - and it is these ingredients, less spectacular but no * -
. -lgss vital, which are provided by training. Indeed many very eminent.
actors have: voice problems for which they consistently seek the -
- ‘advice of drama schools - a service which’is not widely publicised
~ but which illustrates the importarice ‘of basic skills in the armoury
of even-the most successful actors. The advantages of institutions
" specially ‘geared-to training actors, as distinct from the process ' ' -
- of learning by trial and error on ‘the. stage itself,. come under* "
two heads - time and expertise. Quite apart from the subjective area-
"~ -ofgenius, there is an objective level of competence required bf actors
in such aspect$ as'movement and the projection and control of voice
which has to be acquired by practice, learning and self-discipline.
- While it might be possible in theory to acquire these skills ‘on the -
job’, in practice it is althost impossible and is invariably at the
expense of an audience.. = - . ST

86. The average. director, whether of a regional theatre production

or a TV play, is under such pressures of time and finance, that he 4
simply has not got the time to teach his actors the basic skills of -
their trade. He ngpccts his actors to have them already, and partic-
ularly in the context of high actor unemployment, he has no diffi-
culty in replacing those who do not with those who do. Equally the -
tensions and irritations of the. rehearsal studio are not calculated to
-nurture the delicate self-confidence of an actor with no experience

at the beginning of his career. - . - - '

&

v

- 87: Inboth these respects, drama schools provide important services.
. As with teacher training colleges, they offer students the benefit of
teachers who combine practical experience of the profession with
& specialised teaching skills. As the whole drift of the theatre is towards
greater professionalism; the - rama schools play ‘an “increasingly
- important role in supplying the regional theatres, ‘theatre-in-educa- -
© tion units, and television with a steady supply of technically com-
"petent.actors who make up the majority of casts in individual
companies and productions. No less important, they give aspiring
actors a sympathetic, insulated and leisurely context in which to
-make their first and inevitable mistakes. Free from the pressures
of having to impress employers, students at drama schools can
acquire considerable practical experience in school productions. .
They ‘can also afford to experiment ‘and-make mistakes which will .
not be ht;l&‘:gainst them in their ‘career as they would be in the-
competiti orld of the theatre. . o

&
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88. Springing from these advantages is the essential asset of time, .

-In three years at a drama school, a student has the opportunity of

. 89. We were certarnly 1mpressed 5y thefact that most of the direc-

Jihdividual’coaching in voice, movement dancn\g, fencing and other,
skills, group. worfshops and Tlessons from dxstxngulshed visiting # -
directors and actors, as well as'a chance to act in a wide range of -
parts. One distinguished director who had no formal traxmng told
the Enquiry that it took him ten years on the. ,stf'tge and immeasur-
able heartache to learn what the average'drama school graduate can
pick Up in two or three years.

. “tors who submitted eviden'ce found as # matter of hard experience
'that, when auditioning new actors, the level of téchnical competence |

among those who have had training almost invariably surpassed
that of those without training — no matter how mugh natural talent .
the latter may sometimes have. As dfhe drama school principal put -

‘ We cannot make diamonds ou%f stones, but we can and do
tum rough dxarnonds into polished ones’

'The ideal dram‘a school- . ~..

90. Having answered the questxon ar;e drama schools necessa,ry'
with a resoundxng and unanimous yesv’ we found it useful to dr: w
up a model of what one might, in an ‘ideal world, hope to fi

a professional drama school as: h sort of contrdl against which to

. measure the conditions obtai (gmg in the existing drama schools.

\rmcrpal . ) o

oritative- or dogmatic prototype for

This is not intended as an
o)P pproach to drama _nor indeed could .

a particular type of course

it be in a field whose strength lies in the very range of its. artistic

variety. It is rather tlﬁ skeleton of the bare minimum material..

. requlrements on which each principal would hang his own distinictive

creative flesh and blood. Insorder to fulfif the basic requirements:
of an 8 or.g term course an ideal drama school would probably
need most of the followxng elements:

g1. First it must have a capable (and preferably an inspired) pnn- .
cipal. This is easier. said than done and a particular problen, as
with other members of staff, is to find someone genuxnely interested

" in teaching. The maxxm that.it is the pﬁncxpal who ‘makes the school

g

o Co, 42 .

tends to apply with greater accuracy the smaller. the school; and it
may well be that while some established schools should endure from
decade to decade, other smaller and more eéxperimental schools will
blossom for some great creative period and then die with the de-
parture of their founders.

’

v
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- than the facilities. Nevertheless, though we recognise that excellent - A
- work can be and often is done.in conditions of great squalor, that  “*u

“modating a

92. Asin any form of education, the teachets are far mofg rmportant

is a state of affairs to be remedied rather than accepted.. The revol-
ution that has‘ta cen place in other pargs of higher education in-
the last fifteen ye: ars has produced ‘soggs - of ‘the finest and most ;
modern educatronal facilities and teaching aids i the ‘world, and”
it is high time that the drama schools caught up - not just as a
matter*of natural pride, but to achieve a more cost-effective and
rational use of first-class * human resources’. A modern professional
drama school should have: ' .

A .S'ma11 lexible Theatre . . =
Wrth seatinyg for up to 300. The desrgn of the stage and 1ts r’elatron-
shrp to the disposition of seating are of great importance in accom-
ide variety of types of production. This theatre should
be licenced for publrc performances and provrded with a cloakroom
~dnd bar. ?

-

i

- . L

Dressing Rooms x N
For the cast. These could be used as seminar Tooms when not in

use for performances, but this should.not preclude provrsron of

_ other small rooms for. semrnars and tutorials.

~ Rooms for Heads of Depar!ments

s

Rehetrsal Room or Studio . A o

Of approximately the same dimegsions as the playing. space of the
stage. Ideally it should havc;?:g}rsion for the simulation of the
theatres of 'various historic périods. Again it would ‘be helpful if

such a studio had a publrc lrcence for studio performances ’

Movement Studros - L= X
‘With barres and mirrors and some equrpment for acrobatrcs and :
gymnastics. It should have a piano and storage for weapons—about

1700 — 2ooo sq.. ft in all. |

Voice S‘tudzo A '
pIot very much smaller than the movement sl‘udro .

1nar or tutorial rooms for each ddpartment. .\-1 .;\
Music Rooms o :
With piano and storage for a small collection’ ofrnstruments —and
records. These rooms must be sound-proofed v
| 4 3 S g4
! ~
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Audlo-stual Aids Room . . E : -
' With storage for * effect’ rec;aﬁs' and tapes and collectrons of films,
ﬁlm—stnps, vrdeo—tape recordi'ngs and slides. : '

-

, "t Library
o With prov1s10n for up to about 5000 books : .
) © Small Medzcal Room - . .Y
e K . A '
T Workshop ' ¢ :
For construction of scenery and props Storage for scenery and
propertles .

L 4

Classroom j&Stage Management Course
' Wardrobe oy ' ’ '
Together with room fpr cuttmg and makrng costumes, drymg

- . room and a lot of storage for costumes. As the wardrobe is likely

" to be a, servicing rather ‘this a teaching department it is diffiicult
to estimate the extent of prov1sron . : .

Staff. Cjanteen?and Cpmmon Rooml e | - -
J

Adm’im’strative O[ﬁces ' . ? -

: - Student Facnlmn - e,
93. Like other students, drama students need and are ‘entitled to

“certain fundamental facilities which are providgd by “the rest of

+ higher education either by Unlvers1ty or College or by the Students’

. Union. These include:
v

A Common Room
~ A Quiet Room for Study
J A Canteen
S Changing Rooms, Locker Space and Showers ‘ ’ i

’

94. In addition, although most of the drama schools are at present

- non-residential, there is an; .urgent need for cheap ‘hostel accommod-

v ation for students — particularly in London. Finally, drama students

: . should have access to facilitisg for games and recreation. Principals

.~ of drama schools tend, quite properly, to be so pre-occupied with . .

. the urgeht meed to'faulre the more fundamental facilities - listed

“above that it is easy to forget how important a part games‘and .
recredtion can and. should play in a student’s life.
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Staff . . - ' _ : .

95. Drama scliools have always been faced with a unique’ problem

in the recruitment of staff: On the one hand, there is an inherent

need to have a larger proportion of part:time; as. against full-time,

staff than at other establishments of further education. This is

- partly because of the wide rarige of specialist skills that have to be
included-in the curriculum,: and partly because of the generally

accepted desirability of having some members of staff who combirie-
their teaching with an active career on the stage.-On the other hand, -

it is. imperative to have a nucleus of first class full-time staff fo
provide the core of-the school’s work. Both elements are vital to
the success of a drama school, and both are largely dependent on
the level of finance available {o drama schools. As has been seen
in the last chapter, most of the non-publicly run subsidised-drama

schools: cannot afford to ‘pay their - full-time teaching staff com-’

petiﬁVe salaries, and indeed, in some cases, canl‘only afford to pay
them on an hourly basis. The result is that it is increasingly .diffix
“cult to attract or hold on to first class teachers. A more complex
~ problem; however, is the question of part-time staff — particularly
visiting directors. To a certain extent this is also a financial problem,
in the sense that a professional director, who may be giving up the
“-chance of a TV or West End production by accepting a four week

;' contractat a drama school, will expect to be paid.a- competitive.

fee. It is therefore essential that all drama schools not only be able
to pay full-time staff on a Burnham scale, but also have an adequate
budget to attract a steady flow of professional actors and directors
on-a part-time' basis: This involvement -of those working in the

profession should begin when the first auditvons are held and-con- '

tinue right throughout a student's time at drama school! =~ «
T ] .

) . 'Y T . .
-96. Apart from the financial aspect, we encountered a few vestiges
of an old fashioned myth prevalent in the theatrical profession more
than twenty years ago that ¢ those who can da, and those who can’t
~ teach’. In fact all the evidence seems to be that, 50 far from hindering
"their careers, actors who involve themselve$ in teaching find that

- this is.g distinct advantage in their careers'and we are therefore.
pleased 1Y help in laying that myth finally to rest by lending our .

full suppért to the view that involvement of the profession in drama

-schoofs can only be good for both parties and is strongly to be

-, recommended. As far as tHe drama schools are concerned, there is
some anxiety that sensitive students should not be exposed too early
in their course to raw contact with tough young directors, but the

* congensus is firmly in favour of external directors in the third year..

# ST s

. N .
..'. “ "‘ ' } B ‘ v ‘- ‘ : ' - “‘ ‘, ! )

-l



r
: GOING ON THE STAGB
97. Thus while it is difficult to generalxse on numbers we would
envxsage the 1deal drama school having the followmg teaching staff:
Prmcxpal : .- o » 1
. Heads of Voice, Movement Actmg, ‘ '
Stage Management and Design, - Ci i :
< Postgradupate and Inservice Courses : 5
Part-Time Teachers of; $inging and music, L ‘
" dancingf stage fighing, direction, play study,
" . theatre history, young people’s theatre and

e tumbling. Varjous aspects of stage management — '
.i,e. lighting, sound .Thaterials. Equxvalent S '
to 3- 4 full-time salanes o : ’4
¥ - —_—
Total ( full-time equivalent) . * 10-

Student Numbers X

- 98. The above suggestions for sizé of staff and facnlmes are based on
: the assumption of a total student body of just over 100. Clearly
. this will vary according to,the different emphasis placed by each- »
+ drama school on dxﬁ'erent courses. Eor example, it may well be that
one or two schools will mcreasmgly specialise in post-graduate
courses, others in technical’ trammg, and so on. - Furthermore,
although most principals agree there is a basic minimum and maxi-
mum numyr of }Etmg students desirable per year in terms of access
© to major roles and teaching technique, numbers should be allowed
to vary according to the instincts of individual principals and indeed
the fluctuating quallty of. applicants in different years, It must also
be stressed that it is essential that there should be a permanent place
in the recognised system for a few experimental schools which will

by deﬁnmon be on a mueh smaller scale. .

99. Havmg ‘said that we suggest the. estabhshed drama schools
_ should on average have rouil:ly the followmg breakdown of students:

'3 years Acting course ) 70 ~ 75 '
+ 2 years stage manhagement course - - w -+ 20 —~24 ,
1 — 2.years postgraduate-course : 10 = I1
1 year (or series’ of shorter) refresher courses 5 = 10
P L . . » 105 — 120

L .
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© External Links : ’
100. In view of the amoupt of specxalﬂ‘provxslon a drama school
requires, there is, in our view, much to be said for schools esta ng
- relationships with v'anous outsxde bOdICS mostly in the locahty For
_example: : ‘ .

{ - . . 1)

Radio and Televi (0s1- e dios . .
Although expert ion varies' on theq.ex t amount of television
facilities needed and th¢ point dunnga student’s course at which they '
are most useful, it is clear that experience of studio work in television,”
films and radio should be an integral part of any drama course and;
1deally, these facilities should be a standard part of any school’s
provision. We feel strongly that local television studios (both BBC - A
and ITV) should nge drama schools access to their facilities. We
believe that there is a case for major enterprises such as television o
assuming a-direct responsibility as far as training actors is concerned.
Radip and Television benefit enormously from the whole process of
drama training and, with a few ‘notable exceptions, put very little
back into it. In practice, access to television, studios may prove S
.. easier to. -organise in the regions than in London, where there is.
b intense pressure on existing studio space. One or two‘of the members
of our Committee therefore felt that a central audio-visual training
unit should be set up m London, possibly m conjunction thh the»
National Film School. ~ - , S R

Colleges of Art ' ' / ‘ ¥ .
To help with scenery and costumes. / ‘
/ ! B

. Music Colfeges and Academies )
To help with music teaching /

Colleges of Further Education
To help with technical work. \

“~Other Relevant Local Bodies , /‘,. ' - ‘ . o,

. For example, gymnasiums, museuns, libraries etc. .

‘The Acting Profession y

"The Gase. for closer involvement- of the acting profession. m drama
‘trammg has already been argued :

Young People’s Theatre )

and the Theatre-in-Education' movement.

P /

The Community Drama and.Community Arts Movement
. .
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_ The State of Trammg in Existing Drama Schools I

101. We now turn to an examination of how the” leadmg drama
schools at the present time set about providing the training we have
already agreed is required. In Chapter 2 we have listed the most
impofttant factual data concerning finance, ‘fees, grants, salaries,

\ 'dxplomas, etc. But a drama school is not basically about facts and

. Facilities . Y

figures; it is.about something much more intangible and in many -
ways much more important - approaches to drama and techniques
of passing on acpng skills. It is to this aspect that we,now turp.:

102. We haygaaj)ready said that much eéxcellent work is done in the
most cramped ndxtxo.n&nBefore passing on to look at some of that
work, we feel we must ment on these conditions. With the pos-

 sible exception of the Welsh College of Music and Draima, which has

e

R 46 E . ) " .

just received a new purpose-built school, none of the le;ldmg schools
even approaches the ideal standard of facilities outlined earlier. Ttis
not just on the level of television facilities and audio-yisual aids, .
which even some of the better-off schools lack, that the isctepancy
is to be seen. Many of the‘drama schools are housed in-old, cramped
ill-heated and’ inadequate buildings, without such basic require~
ments as washrooms, Ytaff canteens, common rooms and libraries.
Even the most fundamental item, the theatre, is in many cases out~
dated, inflexible and small. One of the most distinguishéd drama
schools in the countryditerally operates.in a disused church hall.
There is no theatre, nd changing rooms, no showers, no common
rooms, and nowhere for the staff or students to eat or sxt around,
except for a small coffee bar.

- 103. The schools which have come to receive public subsidy are by

and large in a much Hetter position than the others, and the only
determining factor hereys money. When we look around at some
of the splendid 4nd fully-equxpped purpose-buxlt universities, poly~
technics and colleges of art, it strikes us ‘as little short of a national
scandal that some of the best drama schools in the world should be
forced to operate in the conditions which obtain at the present. We "
would therefore regard the injection of public money into prqects
for recapltallsmgrrd rebuxldmg drama schools as a high priority. °

Student Facilities -
104. Here agaim the position is lamentably inadequate. Most of the
schools simply haye not got the money to provide the sort of socxal_

.and recreational facilities which LEA’s grant-aid student unions in

other branches of further education to provide.

»
-



/o
THEORY AND PRACTICE
Applications and Auditions S o o s
105.- Each of the CDS 'schools receives ' many hundreds’ of applica-’
tions. It is.the general rule for the schools to interview personally
every, applicant.* They.reject soqe and imxiuLT a short list to attend »
further auditions which usually 4ast for, a whole day or weekend. = - .
Most schools have a panel of at least three members of staff and some- kY
times they invite outside assessors, and sometimes seniqr-officers of
the Students’. Union. The question of judgement is so personal a one,
that it is very difficult t6 say whether any really talented applicants
get turnad down, although it is perfectly understandable that one“ - .
~ school should reject a studenf which another accepts. The emphasis ~ + 4"’
from the start is thus on performance, not academic atta{nment.

Y

.

- 106. It was, however, put to us by the Afpo’-A@ian Artists’ Committee
" of Equity that the préportion of black_students at drama schiyols did .
not reflect sufficightly thé:demand for training among’ the black
community. Part of the reason for this is the fact that it is stil} un-
common for directors to cast black acters, in roles which, while not. - . . N
specifically demanding a black actor; ¢ould nonetheless perfectly well '
‘be played by one. If drama schools wete prepared to experiment with. "~
. integrated casting to a greater degree in their public productiots, |
;. -¢asting directors: might, well be prepared: to follow suit. Thus,”
% “fésponsibility for facing thjs problem lies across the whole spectrum
y  of the profession in school, thegtre and on screen. The Gulbenkian
Foundation, of course, has long pursued a positive_cpmniit}net}t to
¢ combat racial discrimination of any kind through its racejl"elations,( T &
programme in the arts, education and socidl welfare. - We note the - :
« Foundation’s support for the Community Relations Conimission’s
Enquiry into:Afro-Carribean-Asian arts activities in British society
and we look to the theatrical profession to display a like, concern to
use and integri;@ the talents of black‘artists on’ stage. .,

J

. Curriculum oo -

107. The curriculum of drama schqols falls under three main _and~ .
ings: movement, voite, and acting, but within these categories there -

are varying approaches gnd this is where the differing atmosphere of

the schools becomes m0st evident. ' :

-

~ Movement - _ e,
~.108. All drama schools offer classes in basic whgk on the body.
‘There is usually a daily class in movement throughout the course to

’ . *This poses ah enormous time problem and a considerable strain on limited staff
¢ . resources, but is regarded as absolutely essential. 'A-year group must not only
attract the most lented students — it must also include a varié® of types who

" are likely to help each other. : .

L,
s e, LSRN
S
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* ‘teach students how to co-ordinate their movgments, how _to‘rel,ax and "

conserve their energy, and to develop basic ensibilities such as sense

. of time and~rhythm. It is at this point

physical skills i} their students through . gymknastics and tumbling,

thoygh this work may be limited- for lack of

' hat differences become R
apparent. S'om'i schools consider. it necessary to develop sharper

ace and funds with® ;

which to pay. instructors (expert. teaching is necegsary if the s'tudeﬁ‘ts

are not to be at risk).. At'lea‘s‘t“bhescﬁool is coxié ering the use of a
trampoline: - ., ’ K - :

109. Most:‘_t‘dﬁ‘éhers bt:-'qlovemem'in'drama schools, though.‘:ix’sually
trained as dancers, have developed their own method- of ‘training, of
a kind they consider to be appropriate to actors. Elements of ballet,

- Graham technique and Modern Educational Dance may often be . -

discerned, and several schols cary on the tradition of mime set
by Lecod, Fialka etc., but most ¢eachers have: evolved, their.own

approach. Teachers of movémen! usually make some kind of dis-

tinction between these basic exercises and those of a .more expressive

:hature. Work on the body often relates closely. to the imigrovisations

that are \done in connection with the study of the artYof acting.

Classes in jazz, period dancing and tap are sometimes pfovided at

.certain stages of training. AT

110. For many years, schools offered fencing not-only for its intrin-
_sic advantages in training an actor’s body and mind, but because o

"“the defhands of hijsterical dramd. In recent years fencing has béen\
+ opened out into what might be called ‘ stage fighting * whichincludes -
« inaddition to fencing,.the use of all kinds of weapons and other means ¥

;- of, physical assault and defence. The recently. formed Institute of -

Fight ‘Directors, which includes most of the leading teacheTs and .
fight-arrangers in the -theatre, now offers a certificate for students
who pass their very demanding test. -Woinen participate iry this work
as well"as men. i T :

~ Voice B L . : . '
111. A great deal of importance fs attached to the teaching of voice
in drama schools and a-high degree of expersise is required of teach-
ers. Most principals admitted that if is even more difficult to get good

voice teachers than good moventent teachers. This is partly the result ,

of certain social trends over the last thirty years that have rejected
traditional views of elocution, the *beautiful  voice, and high stan-
dards of speech, in favour of the more scientific study of linguistics,
“This has made the teaching of the use of the voice more * realistic’ but -
tended to reduce the.supply of experienced specialist feachers. No-

a
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where, however, did there appear any tendency to minigise the _
importance of the students working on their voice. .Our faetnbers
notéd considerable emphasis on the physical aspect of voice produc-

" - tion and were impressed, in the<tlasses which they visited, by the '

amount of movement which tbok.-_place\-in the training of the voice

“and the frequency with which students in movement classes were

invited to breakijnto sound. The cultivation of a ‘strong clear sen- -
sitive voice is so personal a matter that it is not surprising to find
considerable variations of approach and  t\hear of the shortage of
first-rate teachers. ‘There is a considerable Merence. between the

. needs”of clear speech for social pugposes and the range, variety and

technical ability needed by an actor. The amoung and the quality of "
singing in the. schools-aso varies considerably, deperfding on the: -
interest of th¢ principal and staff and the availability of teachers. But

it is generallyfagreed that the use of voice for singing and for speech - .

should be supfortive and related to each other., This leads us to con- .
clude.that connections with some form of musical training are prob-

. ably under-emphasised at the moment although several schools stage L
musicals regularty with their third year students. o -
_' . - ' -
Acting” - ¥

112. Itis here,of courke, that we find the most outstandin ifferencds -
. between the schools. \ These differences reflect the greft tvariety of -
-artistic styles within tHje theatre itself. - T '

, 3 dll the work they
have done on their body and voice (that is, their technical and person-
al resources) to their acting. It is therefore important thit voice and
moyement teachers should be available to attend rehearsals afid
performances throughout the period of training:’ This necessity

. clearly work§against the schools that employ a majority of their staff -

on a part-time or hourly basis and in favour of ‘those who have a
number of full-time members of staff who can be available most of

-the time. Acting studies, classes in which the student begins to learn .

about the nature of the actor’s imagiriation and how it'is applied to
the creation of character, is a crucial drea of study in which there is

no accepted 'body of theqretical knowledge. Many members of staff -
claim that their work has'some affinity with the teaching of Stanislav-

sky; and several schools claim destent from, and sympathy with;_the
methods developed before and after the war by Michel St. Denis. It
is an area of work in ‘which standards are high but approach :is
largely empirical. ' - -

.

51 | . .49

‘.

1



\ ¢ GoING ON THE STAGE

o '_ =y ri4. This width of approach is the. great strength of the Brmsh v
drama schools. Some Of our' members felt tha%\ was.in the area

“broadly called ¢ improvisationX that they could s€e most clearly the

difference between one school afd another and this was emphasised

: when we considered the. dlﬁ'erent approach of directors from the
L professxonal theatre. . ; v

1 5. Ths‘%ves rise to a problem of great concern to drama schools
Many -printipals and members of’staff argued that.a ‘school should
*+f have a certain unified approach or artistic philosophty; otherwise tHeir
“* training weuld tend to be prece-meal scrappy, and unco-ordinated.

t the same time they were aware that they are training students to

heir living in a profession whére many different practrces preyail.
- ‘Thdre is even uncertainty between the advantages of using directors,
- whether staff or free-lance, with.a great vari es, Wiereby,

accustoming students to-the hazards they will meet in the profession, "
or wheyher gradual development of the active artist is better fostered -
‘ by a more unified trammg It is, for each school to keep a proper
. w,:.:?ce‘ Nevertheless, it is important to keep in mind the fact that
_ n' two or three years of leaving drama schools students may be
b playmg in anything from Shakespeare to mime and improvisation:
- There is much to be said for preparing them for a wide range'ofjobs, .
. -on the other hand there is a view that the essential function of school- -
- ingis usually seen as that of teaching the actor how to work by him-
L\ self, whereds adapting to divers production techmques is a secondary
and possibly more superficial proble'gm A
- @ -,_ . ‘ Y
116 There is a good deal of dlﬂ'erence bf practice in the drama
schools in the matter of public performances. This depends partly
" on the availability of a theatre, Most of the recognised schools have
been able to provide themsélves With some kind of theatre or playing
space, allowing a small audience, but these theatres vary considerably
from' the well-equipped but rather old- fashioned Embassy Theatre
at the Central School to LAMDA's far ryore modern theatre and the
" admirably cony ed barns used by Rose Bruford and East 15, Some
schools think it proper for the students to begin to appear in public
fanrly early in their training, others hold them back until their third
year. Views an the stage of training when students should tackle
great texts such as Shakespeare and Greek tragedy | also vary con-
. snddrably ’ - T S X
T _‘u7 “The com’of this, facing the schools with. another difficult
_ problem, is ent to which they should give students opportuni-
ties to experience modern expeffmental drama, street theatre,
) _ . DO
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- children’s theatre, théatre-in-education, and presentations in the
- mixed mediz. Some argue that to provide students with a thorough
traditional training so that they leave school with a properly develop- .
‘o8l body and voice, a‘full understan%f;\;vhat is involved inthe art . .
of acting, an. ability to cope even in a st way with demands for - -
singing, - dancing and fighting, and a thoroughly professional atti-
" tude to the theatre, demand every minute of a full three years training.
We'can’t tedch therh everything, it is saidy but we can provide them®
~ with the equipment and the resourcefulness to deal with whatever
challenges they meet. ) ST I S

- . . L4 . K N
118, It is arguable that if an actor is trained to deal with all theatrical '
~~  styles, he may end -up the mas'ter of none. Excessive emphasis on
flexibifity can'turnian actopinto a mimic or an-impersonator.- Never:"
theless,’in spite Q,lJa a general acceptance of the mportance of tradi--.
tional standards, the pressure on drama schools to be ‘contemporary’
UEis considerable. Sghools may have their own prejudRes, but they are
‘training students asartists-in a demanding profession that will
doybitless see considerable qhanges in the next fifty years:-
Stage Management and Technical Courses .
~119. The impression of our memhers is that these courses vary don-
siderably actording to the facilities available at tne various schools. .
At their least impressive they constitute a year's course in which the.
students concenitrate on making scenery for, and stage managing the
public performances of acting students in their final year of training. "

- At their best, they train students to- take. over respensible roles :n-

- any but the most comflex productions. . '

’\ . N
120. Training falls hgder a\number of headings - lighting (and ~ °
electricity), sound effecty (making ‘effects’ tapes e{c.), scenery (con- .

. struction, use of different materials, handling of, and ‘so on) and

' management. of a theatre (duties of stage management, theatre

*.§quipment dtc.) Schools with well-equipped theatres will already have

-an’ advantage over. those with poor facilities. Courses varys con-

. siderably in the extent of the syllabus. Some are confined to the
responsibilities of a stage-manager. One school requires the students,
especially in the first year of the ¢ourse, to study period style, work

. on projects related to social history, and take part in various pro-
duction exercises to reveal the nature'of the main theatrical periods,

nd how they relate to styles of playwriting. €Close association With -

_ actors is always essential since before all else the stage-manages and
technician must know how an actor ‘works and the” dependent B
nature of the relationship. - \

.
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. Theatre Administration

121. The traditional mistrust of management by actors and stage
staff-has largely disappeared due to greater. understandmg of each
other’s problems and to the mcreasmgly do-operative manner in

which many comparies run. The need for special expertise in
“handling subsidy from majy sources and formulating long-term
) ~ policy for regional thextrés has also brought administration and

- . artistic direction closer gether.
122 There’rs no need for specific trammg in arts admmlstratron.
in drama’ schools, sincé courses already exist at, for example, the
‘City Uhiversity and the. Polytechnic of Central London. It is,

)’nowever, advrsabl ‘that, wherever relevant in the presentation of
productlons ‘and preparatiaon for. performance, students should be -

made aware of the context of theatre management in' which their

SklllS are used. The close mtegraﬁon of the administrative and the
artistic can usefully dispel the, notion that administration is a' subject
in itself, rather tlpn the most efficient way of making theatre and
the arts available and attractlve to the publlc

>~

- p /...,

‘Costume and Decor. ., ' ‘ SRR

123, Séme schools offer occasional lectures or ~demonstrations on'
i various aspects of historical costume, styles of presentation, furt
, " Mture, art, and'so on, but only the Bristol Old Vic Theatre School -
R offers practical courses in deslgn This is partly through lack of .
facilities, partly through the immensity of the subject. Standards of .
presentatlon in public'petformances vary considerably depending on

resources and funds available. Mos{ schodls have some kind of ward-,

- { ‘robe and costume collection and ‘spme of them design and make a
- limited number of costumes themsel\es. One of the advantages.of'a -
technical or stage-management cou e is that the students can
. provnde 5cenery for the public presentatlons Sk '

:

Tutorials and Pastoral Care T
124. Finascial limitations make it difficult for all schools to provrde :
adequate welfare services and pastoral care for the students. In'a
traiging that involveés intensely personal qualities of development,

. emotional and psychological as well as physical, this attention is of - |
the greatest imiportance. Schools with LEA support can often gain
the help’of the student medical services which are a valuable part of
the National Health Service, and whlch are usually available in
umversmes
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Length of Course ‘

125. For many years schools tended to favour a two year course,
but gradually they accepted that three years was necessary to provide
for the personal development *of students. A training is not the
acquisition of a. body of knowledge, techniques or skills, but the
full incorporation of these into the psyche and full personality of
the individual. Some schools, however; have settled for an eight
ter rse, finishing at Easter. This is because there tends to be a
good many opportunities for employment in summer seasons and
for securing engagements in regional theatres which cast for their.

autumn season during the summer. _ B
s N . ' o~ .r v ‘ B

x

" Liberal Suﬁim

126, We use this term for conveénience. There is some doubt in the
minds of many people as to how broad an actor’s training should -
be. While considerable attention is given to his emotional develop-
ment, there is no disposition to underrate the importance of intelli-
gence. Some directors claim that an actor’s training should include
psychology, anthropology and sociology, but others reject this
suggestion as an irrelevance. Some schools include i their syllabus
a study of the history of drama, of the theatre, of art, pr of historic
styles, varying from a well-organised series of lectures:on theatrical
history to lectures on the background of the plays that ar&being
studied for performance, They offer classes in the speaking of%oth
poetry.and prose in connection with work on the voice, and when
occasion arises there may be visits to concerts, galleries or exhibi- -

“tions. . :

&
3

Post-Graduate Courses
127. At the moment four of the leading drama schools run special . -
acting courges of reduced length for-graduates of universities. These -
are attended equally by graduates from university drama depart-
ments and graduates in quite unrelated subjects ranging from bio- -
chemystry to history. The other schools have a few graduates in their

. general acting courses but make no special provision for them and

require them to go through the full three year course.

128. Although we are convinced there is — and indeed most anxious

~ that there should continue to be - a distinct trend towards greater

numbers of post-graduates applying: for places at drama schools,
there are two factors at work which present obstacles. The first is
.that university graduates who have received LEA grants for a three -

'
~ v ) . . . ¢
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yedr university course often find great difficulty in getting another
grant for three years at a drama school. The second is that, although
university drama departments do not offer vocational training, it is'
technically possible for their- graduates to acquire Equity cards with
no further training, and some ar¢ tempted, unwisely in our view,

'to go straight from uniyersity into the theatre.

129. In view of thg fact (alluded to in paragraphs 29 — 32) that the
university, polytechnic and college of education theatre arts courses
which~are proliferating cannot be regarded as vocational training,
we feel it is very important that graduates who decide to go on the

“stage should be encouraged to spend some' time at drama schools

first. Indeed, if our recommendations-on entry into the profdsion
(see paragraphs 153 — 155) are accepted, it will become even more
necessary for graduates to go to drama schools. Moreover, we be- :
lieve that this is not only a necessary trend but a highly desirable -
one, in that the influx into the profession of actors who have had a

-general university or higher education background as well as a

vocational course at a drama school can only serve to improve the
standards Qf the theatre as a whole. '

130. On the assumption, therefore, that we are right in advocating
(and predicting) an increasing trend towards. post-graduate entry
into the drama schools, we makg two recommendations. The first
is that the drama schools should follow the example of the Bristol
Old-Vic, Webber Douglas and the Drama Studio and offer short-
ened acting courses for post-graduates. Opinions vary as to the
optimum length of these courses, and our feeling is that this should
be left tgythe professional discretion of each individual principal.
We do, however,jfeel it would be unreasonable to demand that -
graduates should spend three years at drama school (and thus a
total of six years in higher education), particularly since that might
discourage actors from going to university before acquiring their .

-professional training. We therefore recommend that post-graduate

courses should be up to a maximum of tWo, years in length. It may
well be that after a period of time sevqg_aﬂ-r"schools will give greater

. emphasis than the others to. post-graduatg'courses — even to the point
" of becoming almost completely post-graduate establishments. We
wouldgregard that as a natural and desirable development.

131} Secondly, we would strongly recommend that the DES should
agre} to make available, as a matter of policy, grants for graduates
who thave been accepted by recognised drama schools for one or
two year courses.
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Courses for Directors . . .
132. The lack of co-ordinatiog of provision for the training of
rémains. even more spectacular than
for actors. The answer to the question ‘ where do professional direc- , -
tors come from’ is broadly analogois to the old system of choosing
a Conservative. Party Leader: They Emerge. There .are only three
drama schools (Bristol Old Vic, Drama Centre and‘%ast 15) which
organise special courses for director§, but the number of students
involved is tiny in proportign to the number of directors working
in the theatre and allied fields. Unlike the lack of criteria in actor
training, however, this apparent neglect .does not reflect lack of
interest in the problem shown in the past by the authorities and
the profession, or-even the sporadic nature of the evolution of drama
schools. Rather it reflects a general professional bewilderment among
most people concerned as to. what, if any, training is appropriate
for directors. There are some who argue that directing is quite unlike
acting and that it is impossible to train for it at all — it is simply a
gift which ¢an be applied de' natura to the business of directing. and -
production. The large number of eminent directors who have started
their careers by directing amateur productions at Oxford and Cam-

*

«bridge and have gone straight from there into the West-End or into

repertory f§ certainly evidence in favour of this-view. Alternatively,
there are those who argue that a director has to have had personal
experience in all aspects of the theatre, including script-writing,
work with actors, acting experience and ‘some technical experignce
ranging from lighting to stage management, as well as a thorough
knowledge of the history of the theatre. ‘

133. In this 4tter 'é;imp. there is one point of view which holds that
these skills éan only be acquired from practical’ experience after
several fyears work'as arﬂctor, in the theatre. On the other hand,

"\ thefe are those who argue that, just as with agtors, the process of

;'fabsoirbing the various skills required by a‘professional director is

£

more; efficiently and more quickly completed in a drama school.
Although thiseview does not advocate specialist directors courses so
much as a system whereby would-be directors should go through X,
the general mill_of acting and stage management courses in estab-
lished drama schools and only branch out into directing after grad-

" uating, the directors” courses already in existence at three drama

4

schools are highly thought of and we consider that the function they
perform in training a limited number of directors in the drama school
context is undoubtedly of great value to the profession.

134. Since directors dob.:.fmt ,'_at"bresent have to become members of
Equity, there is not the 'sdmg pressure for them to go to drama
: A 3 a
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schools. as there is for actors. While not coming down dogmatically
cither for specialist directors’ courses or general actors’ courses, we -
do however incline to the view that some form of training at drama
school is a positive advantage. It is surely preferable for a trainee
director to cut hjs téeth at a training establishment rather than be
let loose without sufficient experience on a professional production
before a payjing audience. This approach also has the advantage, of
course, fenablmg an actor to change his mind and become a direc-
tor, and vice versa.

e~

Size of Schools and Actmg Classes .
‘ 135 A good deal of basic work in voice and movement can be taken
oups of between 10 and 15, but few gchools are ready to limit
thexr mtake to these numbers for a nughber of reasons. One is
financial; an infake of 15 acting studentf for a three year course
might mean that with some students drépping out for reasons of
health or sheer inability to makg the grade, the final group might
wbe in the region of ‘10 which would seriously h;mt the ‘plays that
could adequately be performed. An intake of 18 is rather high for
class-work and yet'would make half gtoups of g or under a little
small. Most principals seem to favour 4n intake of between 24 and
28 with half-groups of 12 - 14, allowing a reasonaple scope for loss.
In pfactice this number has been found to be the low side for
financial viability. Schools have found that if fees are to be kept

t

dents. With subsxdy, this could be lowered to the ideal figure of

\ within reasonable limits, they have to Héve at least 100 acting stu-

.

70 — 75 referred to in paragraph 99 Half-classes in voice and 'move-
ment of about 10 or 12 to 15 require a space of about 1600 square
feet. It is important to note that the area would not be decreased
with lowering of numbers, since half a dozen students need the same
floor-space as twice that ngmber if thelr limbs and voices are to be

extended. -

I . 1 Y
136. Some drama schools do a great deal of tutorial and seminar
work in very small groups or even‘with individuals. Some principals,
however, see a different role for drama schools and would like their
acting course to be far more closely associated with courses for
other theatre skills and disciplines, both academic and vocational.
Members of the staff also feel that too small a school, while enabling
them to give personal attention to the students, precludes the
creation of a group that is such an important element in training.
The optimum size of a school and of groups within the school de-
pends on an interaction between objectxves nature of work and
space available.

L 2
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THEORY AND PRACTICE .-

Size of Staff - o :

J37. For financial readons the LEA supported schools tend to have
a higher proportion of full-time staff on a yearly salary than the
others. This, as already noted, is a convenience in terms of avail-

ability of staff for meetings necessary to cyeate an overall artistic .

and ‘educational policy, and it is essential for real continuity of
training. On the other hand, in the context of the existing financial
plight of the drama schools this can limit the scope of the schools

~-to invite outside directors from the professional theatre. Some of

- Conclusion . . :
' .138. What emerges most strikingly from a compafi‘s;on-of the model

the students frond one of the aided schools feel that they have con-
siderable contact with the staff af the expense of meeting the varying
methods and attitudes of the profession. As we have already argued,

‘these sitbuld not have to be alternatives since both are vital ingred-

ients of a good drama school, and this is an urgent reason for the
injection of public funds. '

N

of an ideal drama school with the reality of the leading contem-
porary drama schools is that the major discrepancy appears not in
the area of standards of teaching or the availability of a wide range
of courses so much as in the provision of material facilities. While

.. there are certain areas in which we would hope to see the develop-

ment of courses (singing, fechnical, ang pqst-gradug.‘g:), our general

conclusion is that the British drama student has § Wide range and
standard of gourses, teachers and approaches to drama available
to him. At the same time, however, thet average British drama
teacher has probably got worse pay, conditions of work and pro-
fessional facilities than he should have. That these two states of
affairs should manage to co-exist side by side is no less of a tribute
to the dedication of drama teachers, principals and students than
it is a challenge to those, Who are charged with the responsibility
of supervisjngie administration of t rts and higher education,
to make financial provision for the modernisation of the drama

schools so as to bring them into line with. the general standards of
the national systemﬁiﬁéigher education. - Ly
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. 139.» We havé examined the system of dramt training as it now is
- 8nd we have raised the qugstiori of what it cquld or should be..It -
is now-time to attempt to bring into sharper focus a number of areas |
" where problems exist, which have to be resolyed, if drama training
-is to be placed on a sounder basis than exists at the present time.
‘ Trainjng or Education? ot ,
~ 140. It is well to start by asking the very basic question of whether
learning to be an actor is training or education. It is not a.question :.
that can be answered simply, but if"it is not answered cotrectly, a
number of confusions are. likely to arise, In many fields, training
~and education merge into ealh.other and this is ~ertainly so withr
. the arts, The fact that"a course of study or trainijpg is essentially - -
“vocational does not automafically place that course in the training -
. rgther than the educational field. Insofar gf _a_;distiﬁct'ion can be
‘& ¢ thade, it is more to do with the,kind of trairing provided and'who
: 1s providing.js/than with the nature of the skill«itself. The kind ‘of v
, working definitions 'ysed 'by. Government Dgpartments,iri" deter- /"
~«» .. -mining their respective aread of tesponsibility is helpful in ﬁlq‘matter_
s %o They tend to work on the assumption that, if the training or edu-
5{’-'-.;‘ 7/ cation is going on'4qn schools”or cofleges, then. it is more properdy **
'a\,\[‘ within the area of.responsibility of the Department of Education - .-
{5 -# % and Science, but if it is organised'b%:,empl,oyers-then it is likel{.tQ -
' be of more' congérn tg. the Departmépt bf Employntent. -~ - 7. ™

v

© 141, Wha,i this'means for drama training is that, WBueas a syégem,
of technical ‘appwenticeship is vety. mucl something with which -
-organisations like thre Government’s Tréining Services Agency might -
" .. be prépared to concern themselves, what is going on’in drama - -
- . "'schools'belongs more naturally within the field of further education. -
7., “'That does not mean that the distingiftely.vocational nature of drarna _
- &, training must inevitably be weakened by bring associated with edit '
.~ “cation. The _opposite m?_cgse. If Yrama training takes jts' place .- v -

¥ Witliin the spectfum of. r education seen in its totalf®¥;8n oppor- -
C ,.,‘tuﬁ{fy in‘l.g'_t'gfi.i‘a;él&‘ arises fo_assert ',vocifer@sly” ‘the" d‘isti_nctio.n!’
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" centres, which would be based on designa

/ : ‘ THE'PRO’LEM AREAS

! within our education system between the vocational drama training
/" provided in drama schools and the proliferation of non-vocational

performing arts courses of one kind or another at universities. and

«*/  abolytechnics, which we have referred to in Chapter 2.

1 [

142. We believe that-it is very much in the interests of the drama
schools and drama training generally that t position of drama
training should be clarified in thig way. If it is:Eot done, absurdities
arise like, the case of a student was refuset! a grant by his local
authority fora’place he had beeri offered at one of the leading drama

schools in‘the country on the grounds that there was a dramg courst

available at the local polytechnic. We shall return to this question
of how 'the position of drama training should be clarified in our
next chapter, when wé consider possibM® solutions.

-

'} 143. We gave very serious consideration to the sugg%s;ioh' contained |

in the evidence submitted to us by the Arts Council reat Britain’
Jthat the existing drama schools should be absorbed into a system
of apprentice training and reorganised to&fom‘x 15 thedtre traitiing
d theatres equipped an
willing to play a regular part in training by t:
planned working attachments. However, we rejected this su
not enly because we felt itlywould prove too complica
minister and tod difficult to financ& but also because we
" sounder in principle to attempt. to-sijmulate. a greater inw
on the part of those working in the pfofession in the work
schools and toek to encourage local lipks between drama s€hools
and theatres, rather than'to diSturp thelleu
in the drama schools and toseek to re-construct them around the
thegtrical profession. - : .

<

el

ing students on

vt M

’ . 1

g 1447 A less radical version of this suggestion was adopted by the
Arts Council as-one of its formal recommendations to our Enquiry.

Under this suggestion a limited number of appropriate theatres

w0ulﬂ be designated as training theatres in order to provide an

opportunity for a comparative assessment of the value of drama

school versus apprenticeship training. Our proposals would not

, prevent this, but we consider that the matter requires further con-

sideration by the theatrical profession as a 'whole. Fhis could be
done- within the forum of the new body which we pPopose should
be set up, details of which are given in the next c{hapter.y

- ’

~

isting.pattern of training - .

. 59 .
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The Finances of the Drama Schools

145, Some draima schools, including several of the best, face an
extremely serious financial situation, both in terms of ‘capital costs

“and running costs. The situation is partlculdrly serious for those

drama sthools withdut any form of direct subsidy.-Some of them
are seripusly under-capitalised and will require considerable sums"
of mongy spent on improving facilitichduring the next ten years, if
they apé-to be able to continue. In thc: present economic situation
any drama school which lacks a secure financial basc faces a-very

'bleak future indeed.

146. Of the present members of the CDS, four are supported by
local authorities. A further two, RADA and Guildhall, are sup-
ported by the Bernard Shaw Estate and the City of London respec-
tively, and their income is therefore Jikely to-fluctuate. The remaining
eight derive their income almgst entfrely from stddent fees, though
some of them also receive emergencigrants from the Arts Council.

147. The fact that studentsgrants are discretionary.rather tifn man-
datory means that in the present economic situation the would-be
drama student may find hxmselfmcreasmgly having to compete with
other students for all§cations from the inflation-hit budgets of local
authorities. This, i ig turn, could place pressure on the drama schools
to attach increasing 1mportance to Whility to pay the fees, when
selecting students, with the result that they might be driven to accept
even more overseas §;udents than they do at present. But although
mandatory grants would greatly improve the position as far as the
students are concerne'd the difference this would make to the finances
of the schools is mintmal. Unless public funds are provided to-im-
prove the financial situation of the drama schools, it is inevitable
that some of them will have to close before very long. The first to
do so will, of course, be those who are totally dependent- on fees,
some of whxch are undoubtedly among the best drama schools in
the country.

148. There is, therefore, a good case which becomes even stronger
if drama training is to take its place alongside other forms of ad-
svanced training, and education in our national higher education .-
system, for additional support from public funds. The question is
how much support can be organised in the most logical and effective

e . 62 >
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THE PROBLEM AREAS
149. Funding arrangements in other countrics rapge from total
state support in Eastern Europe (which is a simple solutign in coun-

' tries like Poland and Romania where there are only drama
schools in the first case and one in the second) %o the National
Endowment of the’ Arts grant, which the United States Gofernment

akes to the League of Professional Theatre Training Programmes
(the type of solution best suited to a country with a lasge nufmBer
‘of academies). / ‘

cation is that it should .

that drama traifling

should n¢ ily be an exception to this. We Melieve that local
authorities in regional centres where at present there is. no direct
support for a drama school froni a local authority, should seriously
consider the provision of such support. In London, with its con-
centration of drama schools, the situation is more complex and ye
shall discuss both the London and the regional situation in m

detail il thenext chapter. , But in general terms, we beheve there are

*:  strong financial reasons, as well as the educational reasons already

mentioned, for drama training to come within the mainstream of
further education. Indecd, in the present economic situation it is
almost impossible to see the drama schools obthining the financial
support they-need in any other way.

o N ¢

The Need for a * Recognised > Sector

151. The pressures on public expenditure at the present time are so |
great that we believe it is right that support for drama“training from
publi¢ funds should be concentrated where it can do most good. We,
therefore, believe that a new system of recqgnition should be intro-
duced to take the place of the de facto recognition, which many local
authorities accord to drama schools in membership of the CDS at
the present time. ‘A new body would have to be set up, charged with
the job of granting this recognition to those-drama schools which
egleasured up to a set of agreed criteria of what a drama scfiool ought
.+ to be. : .

' @ 152. The number of drama’ schools so recognised might well be of
_the same order as the present number of drama schools in the CDS,
GH'iou,g‘h the identity of the schools would not necessarily be the same.
In Some cases ‘recognition’ would be for a limited period in the first
instance and the new body would have to have regard both to the
demand for actors from the theatrica -profession and to the demand
for drama training among those 4king higher education, whose

63 ¢ .
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numbcrs are likely to go on growmg well into the 1980's, We would
then hope that local nuthorrtles and the Arts Council would confine

.their support for drama training, both in terms of student grants and
diréct subsidies, to those drama schools in the recognised sector.

“153. If support from public funds is to be concentrated in-this way

on certain recognised schools, we believe that those who pass out °
successfully from such schools should have no unreasonable obstacles
placed in their way, when they seek work. As faris the present CDS
schools are concerned, in most cases there is no problem. Students
are offered jobs under the Equity quota and obtain an Equity card.

~ Sometimes, however, even students from the best drama schools are

offéred a job, but cannot obtain an Equity card. In view of the fact
that Equity are taking further steéps to restrict entry by closing cer- '
tain loopholes in their entry controls, we believe that they should
offer-automatic membership to any student from a recognised school,
when offered a job in areas like repertory theatre, children's theatre
and .theatre-in-education, where Equity is prepared to accept
newcomers. . .
154. The existence of"a recogriised sector would alsp be'an important
factor in linititing the number of those seekmg to enter the profession.
In order to stand a reasonpble chanceé of making a career on the stage,
it would be very important for the would-be actor to get to one of th#
recognised drama schools. Non-recognised drama schools would
become distinctly unattractrve both for the would-be actor and as a
going concern for those involved in running them. Some of them
would inevitably close. The number of $tudents bemg trained in the
recognised sector would be regulated to meet the demands pf the
profession and would certainly be less than the numbers at present
entering the profession under the quota system. There would thus
be even more competition-to get a place at a recognised drama school
than there is at present to get a job under the quota.

155. But it is important that the existence %t" a.recognised sector
should not preclude other means ¢f entry into the profession entirely

" The fact remains that there ought to be, almost as a matter of prin-

ciple, sufficient alternaiive ways in which those who miss out on the
opportunity to go to a recognised drama school can still get into the
profession, provided they have sufficient talent and determination.
It would, therefore, be necessary to retain a very reduced quota to

q;llow for such entrants. We recommend that this question should

.receive early consideration by the new body which we propose should
_be set up. .

62
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Technical Training
156. The Enquiry’s terms of refcry?cc included examination of
training theatre techniciuns. However, the Committee increasingly
felt that the central problem it was examining was the training of
actors and that the whdlz_:.qug:s_tion_ of technical trnining was so
different that it would ljave been wrong to spatchcock it into the
main enquiry. It would hot have been pdssible in the time availuble
and with the resources allocated to the Enquiry to do justice to this
additional complex problem. '

157. Nevertheless, it Was felt that a serjbus situation clearly exists in
this field, as there is an acute shortagd of technicians. We llwrefé}é
recommend that a separate enquiry be set up. The cevidence we have
reccived on this topic can be summarised as follows:

1. Very few technieians receive formal training. Most are trained *on’

the job’, but there is anincreasing realisation that operation of the
wide variety of complex modern theatre equipment cannot
-adequately be taught at the elbow of a stage marager in any one
* theatre. Consequently, the Arts Council-of Gesat Britain, in con-
junction with the Association of British Theatre Technicians, has
initiated in-service day-release training. It is not clear how far this

arrangement meets the problem, nor is it clear to what extent the -

e

ABTT scheme can be flexibly expanded to meet the changing-

demands for technicians. At present the scheme is funded by the
Arts Council; possibly an alternative way of financing the scheme
should be examined. . :

2. Some training of technicians is carried out in drama schools and in
art colleges and polytechnics. It would perhaps be useful to weigh
the advantages and disadvantages of training technicians alongside
actor (and directors) as against separatel\gr-in-service (where a
trainee may be limited in his experience to one theatre and one
instructor). : ‘

3. There is evidence that there is considerable movement of technical

stafl between the worlds of theatre, entertainment (civic halls etc.)

~ and television. No training seems to be undertaken by the latter
two categories to produce technicians who could move into the
theatr?, hence the theatre world loses mémbers without any com-
pensating flow from the other direction. This may bp-d'matter of
concern for any enquiry which examines technical training.

4. It would seem evident that good technical training demands good
teaching and good facilities (including access to a wide range of
equipment). Such evidence @s we received appeared to show that

neither in-service training as at present,organised nor training in



. GOING ON THH STAQGE

drama schools, yet satifies, these needs. In-service training tends -
to limit the traipee’s bremdth of experience, while many drama
‘schools do not have ad§quate premises or equipment. Some
tegchers are skilled operators but de not huvc teaching skills. This
is clearly a matter for concern,
5. Concern was also expressed to us about thc possibility of the
shortage of cxpcncnccd technicians being exacerbuted by the
demands likely to be made on the profession by. the National
Theatre. Although it has been publicly stated that the National
o Thcutrc will not allow & situation to dcvclop which would deprive
e isting theatres of many of their senior staff, concern continues to
o ‘ ﬁ(: expressed, This problem may be resolved by the time any future
technician fram_mg enquiry is established, and is of cours¢ a once-

for-all questian. Nevertheless it is disturbing that such a.8ituation

~could be allowed to arise’ without proper planning to .meet the

extra demand for personnel. - The Arts Council's mabnllty to spend

more on this area of trammg than its pggent commitment under-

Alnes the need to examine p0551blc alterffative sources of funding

the training of technicians. It is poss:blc that the Training. Ser-

‘ vices Agcncy might be able to help in this grea. T

158. These points are only some of the areas that need investigation
and it was with regret thdt we felt, on examination of the problems,
that they went beyond our capability if we were to respond use-
fully to the main reason for the establishment of the Drama Tr‘aining
Enquiry, Nevertheless our rccommendation that a separate enquiry
" be established is a strong one.
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" To ardS'So‘lutions

159, ‘We believe that the problenis facing drama trdining are sich -

. <that they can only be resolved by a reorganisation of the present
* ~¥ystem. In our view this reorganisation requires the establishment of
* -a new body, which could appropriately be called the Nation®l Councii~, .

for Drama Training (NCDT). It should be truly representative f)rfl'\
all those involved in th, theatrical profession (actors, authors, direc- -
tors, stage managegsy€mployers and those engaged in training) and it
" would probably include members drawn from among the following
" organisations: ' : ‘ :
]

" 160. The Conference of Drama Schools, the Association of Drama
Schools (Students), Equity, the Council of Regional Theatre, the
Theatrical Management Association, the Society of West-End
Theftre Mandgers, the Association of Touring and Producing .
Managers, the Association of Community Theatre, the Independent .
Theatre Association, the BBC, the Independent Television Co panies
Association, the Arts Council of Great Britain, the Regiofal Arts
Associations, t ational Council of Theatre for Young
adequatg represgntation  for Theatre~in-Education,.
Authority Associations. It would also be desj
independent members to serve on the Council
from the DES and the Scottish and Welsh Offi
meetings. - N -

K4

to be present at jts

161, The:principal tasks of the National Council for Drama Train- -
ing, or NCDT as we shall now refer to it, would be as follows: .

. i) to establish criteria for granting recognition to drama schools —

staffing, facilities, standards etc. : _
if) to have regard to the optimum size of the recognised sector, both

in terms of students and schools, bearing in mind that increasingly
the total demand for new actors will be met from the recognised
sector, as the non-recognised schools diminish in number and '
importance following the concentration of public support in the
recognised sector. -
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) to grant recognition to those drama schools that meet its require-
ments cithgr on 4 permanent basis or with periodic reviews.. (In
this way it will be possible for recognition to be withdrywn and
granted to other schools if the NCDT sHould so decide.)

| iv) to discuss with public uuthorities the qucsllon of support for those
drama schools which it wishes to recognise. ¥ ‘

v to provide a forum for the theatrical profession within, which the
type of trmmng taking place ip drama schools can be kcpt under
continuQus review. In partighilar, it would be the responsibility

" of the T to initiate/schemes whcrcby there could be a

reater involvement of Yhose working in the profession in the
. hole teuching process.

~ v

-162. The first two or three years of the NCDT's life will be a very
important period during which it is cstabllshmg itself and bringing
into operution the new system of recognition. During this period the
* NCDT will require an experienced staff of 2 or 3 and a small working
budget. We suggest that the Secretury and the Deputy Secretary
should an oflicial ‘of the DES and a local authority education
_officer, both of whom should be seconded to the NCDT. Once the
initial job of granting recognition has been done, and the NCDT is
properly established, if should be possible to reduce its staff require-
ment. The precise manner of funding the NCDT is obviously a
matter for further discussion. A parallel for financing a body of this
md exigi in the way the National Council for Diplomas in Art and
uscd to be funded before it was merged with the CNAA. It

received fees based on the number of students taking diplomas and
the of the visits that it made were borne by the colleges con-
However, there are far fewer drama students than art
ts and the NCDT would.almost certainly also need a special

-grant from the DES via the Arts Council.

163. The balance of representation on the NCDT is an important
matter. The profession for which the training is being provided, ¥
well as those actually engaged in providing the training, must be
adequately represented on the NCDT. The purpose of the NCDT js
not simply to administer drama training, but to infuse it with the
knowledge and experience of those working in the profession. In -
-order that this and other matters relating to the operation of the
NCDT can be thoroughly discussed by those most, closely involved
and proposals put forward for setting up the NCDT, we recommend
that a one-day Working Conference should be held shortly after the
publication of this Report, to which. representatives of Equity,

66
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' 164. Althdughlhe arrangements' for the reorgahisation and public .
support of individual dfama training schools will be a matter for the

~

‘TOWARDS.SOLUTIONS

' ménagement and the drama schdols'should be invited. The-Founda-

tion has kindly said that it is willing to sponsor such a’ conference.

~NCDT, we have conducted enquiries into the existing situation which

suggest to us certain conclusiof that the NCDT might well wish to -

take on to its early agenda, We spell them out here to indicate the
sort of pagtern that .we have in mind for the next 10 years.

165. First-of all, ‘with the strengthening /of regional feeling, it is
essential that there is an adequate geographical spread of schools.
The theatre is becoming less London-based and we would wish drama
training to support this tendency. There are five major drama
e . N » .
schogls outside London already and there is a need to make drama
training a reality across the nation, In Scotland there is a school in

- Glasgow with a secure financial base, adequate buildings, good staff

yd

and" with. a vigorous and growing drama movement to provide
employment in the theatre, television and-other art forms. The same

*is true of Wales, where the ‘school in Cardiff, provided its astistic
‘independence is guaranteed and an unwise amalgamation with other

© . institutions is avoided, is equally well-placed with an excellent build-
ing, a good staff, and vigorous nationai.isupport. In Manchester the

" school is part of the Polytechnic and it may reasonably hope for

better facilities soon. I'n Bristol there are hopes of closer co-operation
between the theatr e drama school and the University and we

strongly urge the Av I Education Authority to support these moves. .

It might well become a post-graduate training centre of great signi-
ficance. In the West Midlands, the existing school has adequate

‘resources and accommodation for the 80 students it has at present,

but additional facilities would be needed if it is to cater satisfactorily
for the expanding needs of an drea of such major regional importance.
With theatres at Stratford, Birmingham, Coventry and ‘elsewhere,
with major universities and polytechnics, and with progressive local

authorities, this should not prove difficult. We found it surprising

that there are some areas in which there is no serious drama training
such as in the East Midlands, Yorkshire and the North East. Per-
haps one of the London schools might be attracted by the great
opportunity offered by this gap. ~ ~ "

166..That leaves London. It is inevitable that the capital, with its

cconcentration of theatres and theatrical people, its resources and its

‘vig_our,vshoulﬂe the great magnet for drama training. Byt it has -

‘the result that the bulk of dfama training is in Londof, and that itis
N * ) . .
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therefore ultimately on one auifl'ority ~ the Inner London Education -
Authority - that responsibility might fall. It is improbable that ILEA
will assume this responsibility for the schools in their present form,

- although it has already done so much for.the arts in higher education.

~

167. Four of the London drama schools seem perma'nehtly guaran-
teed. RADA has money, premises, staff and prestige. At present there

-is no serious pfoblem. Th¢ Central School is supported by ILEA. It

needs new premises which ILEA will ultimately provide. Rose
Bruford is supported by Bexley LEA and Guildhall by the City of
London. Some of the other important London drama schools might -
join up with other higher education insfitutions or merge as a mono-

“technic with ILEA support.” Twa -others would -seem to us to be

strongly deserving of NCDT recognition,and direct support from the
Arts Council and the DES in view of their role as experimental
and pioneering establishinents. Over ther London institutions there
hangs-a question mark. Pethaps one might move to the North. But

~if the field of drama employrhent is growing, as it will when the
. . economy recovers, more schools will be.needed. It is in this context
~ that the NCDT will play a key planning role. It is on its estimates

of heed.that 'the_number of regogpised schools will depend, and it is
the award of recognised status that will make drama schools finan-
cially attractivé to univetsities, polytechnics and other possible
sources of finance. A o S

168. As regards fihancing those few recognised drama schools that
are left without local authority support (for example, the experimen-
tal schools), we believe that.thie DES should accept permanent

. responsibility for them and finahce them through the Arts Council, -

which is already providing emérgency grants to-some the schools
in question. We realise thatthe Arts Council has reservations about
taking on this role on a regular basis, but it would ‘be relieved of
direct responsibility for recognition of drama schools, since this would
be done by the National Council for Drama Training. The fact that
the Arts Council would itself be represented on the National Cou ncil
would mean that the Arts Council would in fact be very well placed
to act as the Government’s funding agency in this matter. Since it
would only be small and 4kperimental drama schools that woul_H

~ need to be assisted in this way, it would amount to little more than

an extension of the Arts Council’s present role as a provider of
emergenty grants. Such funds should of course be allocated to the

"Arts Council over and above its existing grant and earmarked for

this specific purpose.

£
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» 169. An alternative method of fuhding would be for. those schools
without LEA support to be directly grant-aided by the DES. The
DES regard direct grants of thjs kind as being wholly exceptional.
They have only 10 higher 'educaiion institutions on their direct grant
list and they are trying to reduce the number still fugther. If, Bowever,\.\

. the DES felt that the small number of drama. sghools in question, '

-~ some of .whl'ch' are very important because gf their experimental
8y nature, duld.be treated in this way, then this wotild- undoubtedly be

‘an attrac%ve solution to the financial problems of those particu-

lar rhoo S. e . . -
. R , . .
[ -

_170. A development in drama training, which the NCDT will have -
> to take into account, is the move being made at the present time by
. " certain drama schools towards seeking to have their gourses validated :
as degrees by the Council for National Academjc Awards. Thé .
" CNAA is the national body+charged with thé¢ job of validating
% courses as degrees or diplomas in institutio®s of higher education\{ °
- other than the universities. Although there-is a fear"in sdme parts of
‘the theatrical profession that any assimilation with higher education
must inevitably mean importing additional .academic criteria for
entry and x ualifications, both the universities and the CNAA can.

0

s

" and do give validation in fields® where it is appropriate without .
insisting)on ademic standards that are’ irrelevant.

1fi. The parallel with artducation at the time-the National Coun
“for Diplomas in Art and Desigri was ‘merged into the CNAA, Amd - «
the way in which the same kind of fears proved:largely groundless, is
_ instfuctive. It was actepted that students should have 2 ‘A’ levels or
5.0 level§ plus a foundation course, but Art Colleges were’ still’
_ allowed to take on students displayin§°ex¢eptioﬁal talent without
_these.qualifications. The result was that the art colleges were able'to
award degrees with little or no alteration to their existing courses and ¢

=B

with their f#pdaniental objecthv'es, intact. #Moreover the respgisi-

" bility for assessment and validation of-courses in art and design

(_ rémained with pegple-from- the world of art education, as well as .
those drawn from among pragtising artists and designers, who - .
formed the Art and ‘Design Committee of the CNAA, - .

- 172. As far_as. the drama_ schools are concerned, two of ,them
¢ (Manchestef Polytechnic School of Theatre and Rose Bruford) have '
~ aiready made proposals to the CNAA for courses to be validated as o
. CNAA degrees. Discyssions on thif are still taking place, From the.
' ama schgols point of view, the advantdges of a degree ordiploma .
threefold. - rfnts for,studegtsbec’ome easier, employ#ént. pros-
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pects are opened up for those who might one day leavé'deting, as -
heads of drama departments in schools or local gpthofa;gy,,‘ drama
advisers, or in fields such as arts administration, agd, thirdly, drama
-schools“6ffering a CNAA degree or diploma may je better able to
attract financial support. g

173. We believe thfit, if the CNAA decides to validate vocational
courses, it is vital that there should be a special Theatre Board, quite-
separate from the Creative and Performing Arts Panel, in ordos-that
a clear distinction can be maintained betweentvocational drama
training and the study of drama as a liberal arts course:

T

. . . * :

\K 174. This Theatre Board should be composed essentially, of people
from the theatrical profession — along much the same lines as the
NCDT - and we would prefer to see if'coming under the jurisdi
tion of the Art and Design Committee of the CNAA, who already
have experience of asserting the special criteria that apply in the art
as against the more academic criteria of other’ disciplines. T
Theatre Board would then work in close co-operation with the NC Tr
and only validate courses at drama schools recognised by the NCDT.
We hope that the DES would agree to this arrangement.

e ¢
175. While we believe that it is right, both on practical and financial
grounds, that drama training should ultimately take its place in the
higher edudmtion system, we do not believe that any drama school
~should seek CNAA validation for its courses unless it is firmly _

» convinced that this is the right approach for a school with its own

particular philosophy. Provided that a school is kecognised by the
NCDT and able to attract financial support either from a local
authority or from the DES via the Arts Council, it can remain
perfectly viable without offering CNAA degrees or diplomas.

176. Finally, a word is necessary about student grants. Although
students taking drama courses that have been validated as CNAA
degrees will probably get mandatory grants, students at other
recognised schools would continue only to be eligible for discretion-
ary grants, since their courses would not meet the requirements fot
mandatory awards, namely degree equivalent status. .We therefore
recommend that the DES should fssue a circular to [ocal authorities
advising them that students obtaining places at these drama schools
recognised by the NCDT should be given grants as a matter of policy. -
The same circular should also give DES backing to the NCDT and
discourage local authorities from making awards at drama schools
not recognised by the NCDT. As regards the rate of grant for discre-

€0
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tionary awards, the local authority associations have recently issued
guidance to.their members to the effect that, where awards are made
to students on advanced courses or those on non-advanced courses
who are over 19, they should be gt the same rates as mandatory
awards for first degree students. =

+ : ' :

5
ki
.
, .
¢ : ‘ A
o
.
. e T .
. ) i
s . -
. . /7
@ ° M "a . 2
i . ¥
! . ¥, - e
2 .
. . [4 LX)
. , L ‘
' 4 o ..1?, ¢
Y ot
a . LA ) ~ s
M -, '3 ¢ i K . *
LTI S
. - f e L
& ra R w0, R
. * . RESRSE .
73 el U
g n T
' : - ‘ Ry
‘ i -
. - ) 2]
1 a " -2 - ry e My
Rs ¢ ° . L.
S . w0 ‘)
971 ’
. . 7
. ' . .
v B v



v I3 LR & . e *
s 40 . o s v 4
: : N s e,
o 2 } S .
> . . o
4 5 . LT . . e Tt X -
Ksd L »
“ N e e W .
4w e P
[ S

Chapter6 ', |
ERR Surhrfiary 6 Concluslons and
Sl ,§ecommen atmﬁg 2 i

'w_
/s -

A
}
BRETN

’
.

U3 , -e behe e ?%/vocatw . dvama trammgrxs necessary for the

F 37 eonti ua‘txon 0 tional #adition of excéllence in the theatre. In
e our view, thgse who first apgébached quundatlon!}thh the request

. that this Bnqml% should be sef u Were. ddi‘rect in suggesting that the
PR txme was ripg for a new. famrz 'to the tra;rimg of actors.

a2 ‘We | gave serious_consids n to the evxdence submitted by the
_— .Arts Council of Great' ‘Britain to'the effect that certain theatres should -
o g ‘ : - be desxggated as training theatres and should play a regular part in

- .. training by taking students for planned working attachments, but we
* felt that it was sounder in prmcxple to seek ways of involving the
Professxon more fully in the traxmng taking place in the drama schools
rather than to attempt to reorganise drama training around a series of

desxgnated theatres. - : (Paragraphs 143/4)

3. We are satisfied from our Enquiry that substantial unemployment
exists, though it is probably not as great as some figures have led
\people to suppose. Further than that we cannot at present go, except
to say that we formed the view, on the basis of the evidence put
before us, that actors trained at the leading drama schools get
more and better jobs on average than untrained actors or thosg turned
out by the less well-known training establishments. In othet‘ ords,
in an occupatxon where unemployment is endemic, we do not believe
that it is primarily concentrated among those who have passed
through the leading drama schools. (Paragraphs 10~22, 27)

4. We would have liked to have been able to carry out a comprehen-

. sive survey of employment among actors, but regrettably a survey of
the kind needed was beyond the capability of our Enquiry. We believe

‘ that such a survey would contribute greatly to.a better understand--
. ing of the problems and hardship faced by.actors unable to find work
within the profession. We therefore recommend that the

ment: of Employment and the Office of Population Ce

Surveys should Tegularly enquire into unemployment iff"the acting

and other artistic professxons which gives rise to seriou§ problems

both: to those engaged in them and to those’who benefit ¥rom their

‘work, « (Par raph 21)
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5. We consider that present support for drama training from public
. Qunds is both uneconomic and inadequate. Unless steps are takento
emedy this situation, some of the best drama schools will be threat-
ened with closure without any compensating gain from rationalisa-
tion. We therefore recommend that drama schools should be required
to obtain formal recognition (as distinct from the voluntary, non-

" statutory recognition as an efficient establishment of further educa-
tion given.by the Department of Education and Science) as a pre-
requisite for support from public funds. Such support from public
funds should then be confined, both in terms of grants and subsidies
to the school and in terms of student grants, to those drama schools
so recognised, (Paragraphs 54 - 60, 102[3, 145.— 155, 168/g) ‘

6. We believe that the most likely way in which drama schools will
obtain the additional finan€ial support they need is by establishing
links with local authorities wherever possible. We also believeghat it
is logical that drama training should take its place within the higher
education system in this way. - _ _ (Pa;‘zgraphs 140 — 142)

7. In order to achg'eve these objectives and to ensure a,continuing

link with the professional theatre, we recommend. that*h National ™.
Council for Drama Training (NCDT) should be established, on which
actors, authors, directors, stage managers, employers and those /‘\‘
engaged in training would-all be represented. The NCDT would .
grant formal recognition to those drama schools which in its-view

met certain agreed criteria. It would have regard to the optimum size

of the recognised sector, bearing in mind that increasingly the total
demand for new actors would be met from the recognised schools, as

the non-recognised schools begin to diminish in numberfand impor-

tance following the.concentration of public support in the recognised

sector. : (Paragraphs 159 —"163)

8. The NCDT would discuss with Local Education. Authorities

and the Department of Education and Science (DES) how financial’
. support can best be organised for the drama schools which it

recognises, We suggest that there should be at least six recognised
. drama schools in the regions, which should receive local financial
support 'wh;re it does not already exist. The core of the problem is
in London where the. main concentration of drama schools lies.
ur major London drama schools seem permanently guaranteed
e hope that a further four will be recognised and supported in
y-of different ways, which might include direct subsidy from

?; S government via a special grant to the Arts Council.
BRSNS o - (Paragraphs 165 - 167)
n‘gg T ' . ' 73
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9. The NCDT would also provide a forum for the theatrical pro-
fession, within which the type of training takmg place. in drama
schools could ¢ kept under continuous review. In-particular, it
would be the responsibility of the NCDT to initiate schemes whereby
there could be a greater involvement of those working in the pro-
fession in the whole training process, right through from the initial
auditioning for places to the final public productions.’

(Paragraphs 95 - 97, 163)

N

10. We note that certain drama s¢hool’s are making approaches at

the present time to the Council for National Academic Awards
(CNAA) regarding the validation of vocational drama courses as
degree or diploma courses. We consider that it is 1mportant that

this validation should be carried out by a Board which is quite
separate from the CNAA’s Creative and Performing Arts Panel.

This is important in order that a clear distinction can be maintajned

within the structure of the CI¥AA between the specialised vocational

<o courses provided by the~drama schools and the non-vocational
.~ courses of the university and polytechnic drama departments. The
. Theatre Board, as it might be-called, should be- composed essentially
. " of people from the theamcal profession. . (Paragraphs 170 - 175)

~ .
’ . v

2% 11, We do not’believe that‘ any drama school should seek CNAA
validation for its courses unless it is fi convinced that this'is the
right approach for a school with its %wn particular’ philosophy;i
Provided that a school is recognised by the NCDT and able 16 attracz
finangial support either from_a local authority or from the DES via
the Arts Council, it can remain perfectly viable without offering
CNAA degrees or diplomas. (Paragra f‘75)

12. We recommend that the DES should issue guxdance to. local
authorities to the effect that students obtammg places at NCDT

recognised drama schools should be given grants as a matter of
policy. _ (Paragraphs 61 ~ 65, 176)

» 13. We believe that it is likely that there will be a trend towards
' ' pogt-graduate entry into drama schools. The NCDT should take
this trend into account'in formulating its policies for the future of

drama training. We recommend that grants should be automatically

. available, as a matter of policy, for graduates who are accepted by
recognised drama schools offering post-graduate.courses of up to two

years. (Paragraphs 127 - 131)
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14. We do not see any case for standardising existing ¢ourses at

drama schools, but we believe that there should be more opportuni-

xies for drama students to work in the television, radio or film studio
“situation during their training. We believe that major employers
such as television have a responsibility to.contribute to the training

process. We, therefore, hope that the NCDT will encourage closer

jiFen the recognised drama schools and the BBC and Inde-
levision Companies, both in London and in the Regions.
(Paragraph 100)

“

15. We recommend that Equity should grant automatic membership
of the Union to all students fromrecognised schools, who successfully
complete their courses, as soon as they are offered a job either in
repertory theatre, children’s theatre, or theatre-in-education. The
- number of actors entering ‘the brofess/_iog, under the quota system
should then be greatly reduced, since Wnder these new arrangements
the quota would only apply to the minority of actors entering the
profession from sources other than the recognised schodls. . -
(Paragraphs 153 - 155) .
16. Although the vast majority of entrants into the profession willy,. . - ,.*.a,
have completed a course at a recognised drama school, we believe -
. that.it is highly desirable that it should still be possible to enter Yhe
. profession without formal training. This should apply equally to
would-be actors, stage managers and directors, and we recommend
that the NCDT should discuss: ways in which appropriate scheme
.can be‘sponsored.. , (Paragraph 155)

17. We were concerned at some of the representations made to us
‘abous stage schools and we recommend that the NCDT should carry
out an early investigation into their role within the drama training
system. : . (Paragraphs 44 —47)

18, Although a serioussituation clearly exists in the field of tech-
nical training, we considered that. the problems. involved were so.-
different from those appertaining.to the trainmg of actors that we
could not do justice to the complex problems involved with the resour- ,
ces at our disposal. We theeefore recommend that a separate enquiry
be set up covering the wifole area of technical tfaining, as a-matter of
urgency. " (Paragraphs 156 - 158)

afit role allocated to the National Council
[ g in-Gur proposals, we decided to recommend that -.
HyWorking Canferénce be held, shortly after the publication
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of this Report, at Wthh the details involved in estabhshmg such a
. Council would be discussed between Equity, management and those
engaged in training. The F oundauon have kindly offered to sponsor
: _such a Conference , (Paragraph 163) -

.
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Conference of Drama Schools.
Other Drama Schoaols.

. Stage Schools. ' ' :
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Colleges of Further Education. . -
Courses in Theatre Design. '- :
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- written ewdence to the Enquiry

Appendix A

List of Organisayjons and Indlvrduals who submltted

-

MlSS Dorothea Alexander

Arts Council of Great Britain v

Arts Educational Schools .
Association of Drama Schools :

Barbara Speaké’Stage Schaol - - L

‘Miss G. Birke ** : i ‘f'-

- Birmingham' School of Speech Training and Dramatic Art
" - Birmingham University Drama Department

* Miss Naseem Khan .

Bristol Old Vic Theatre School

Bristol University Drama Department

British Actors’ Equity Association

Central School ef Speech and Drama

Council of Regional Theatre

Mr John: Cunmngham .

Dartington College of Arts I
Mr Donald Douglas - ' : '
Drama Centre (London) Ltd

.Drama Studio

East 15 Acting School

Exeter University Drama Department
Miss Paula Fulton

Glasgow University Drama Department

.Guildford School of Acting and Drama Dance Education

Guildhall Sehool of Music and Drama
Mr Ernest Hall

Mr JonathaniHammond

Miss Sally Hedges :

Hull University Drama Department

London Academy of Music and Dramatic Art
Manchester Polytechnic School of Theatre

Miss Mary Moore ' 4
Mountview Arts Centre '

» National Council of Theatre for Young People
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" National Film School

Mr David Pasfitt

Phildene Stage School

Rose Bruford College of Speech dnd Drama
Royal Academy of Dramatic Art

Royal Scottish- Academy of Music and Drama
Mr Nicholas Smith < ]

- . Miss Virginia Snyders

Miss Hazel Vincent Wallace 0BE
Webber Douglas Academy of Dramatic Art
The Welsh College of Music and Drama
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d 1. List of those who gave oral ev1dence before the
L Committee -

Arts Council of Great Britain
Dr A. H. Marshall ‘ _
Mr Owen Reed : -
Miss Caroline Smith ' v
Mr Douglas Cornellison «

" Mr N. V. Linklater

- Mr A, Field =

" Miss J. Thompson-Snuth : o
Miss J. Bullwinkle . Lo

Association of Drama Schools
Mr John Carnegie _
Mr Hugh Hayes . ?
Mr Peter Layton
Miss Diane Rogers
Mr Jeremy Sinden

British Actors’ Equity Assocxatzon
Mr Peter Plouviez
Mr Vincent Burke
Mrs Bay Haseler

‘Conference of Drama Schools

Mr Edward Argent

Mr Michael Barry OBE

Mr Jean-Norman Bepedetti

. "Mr John Blatchley .

Mr M. O. Cormack
Mr Hugh Cruttwell oL
Mr Christopher Fettes o —
Mr George Hall ' ’
Mr Raphael Jago

(2

- Council of Regional Theatre
Mr Peter. Cheeseman - 82
Mr Phiﬁp Hedley :

80




!

. 84

- XhoolN, al

Lo

AppendGC - N
 Supvey of CDS Graghuate Employment Statisticsfor 1973 '
. The followmg table hsts%he number*of (DS gradoatos who obtamed Equ;ty mcmbcrshnp wnhm throe months of leavmg ‘?‘ -

"~ their schools o . ‘ ,‘?.
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artment of Educarm and .ggenc?v ’@ a d\ ‘

o r D. E. Lloyd Johes™ . ~a
Y MIA E. D. Chamier . -3 -
m*"‘ Ml' B. Parnaby . . ,..,_-:.. g : 3

‘ -~ J‘»u : '\ L . ‘
- T heatrigkl Managemem As.s'oc: o

'-‘*i 5 Mr C. R. Lacy Thompson. -

DRTAN Mr Gordon Stratford :
[ AR -

N 2 List of others who were congulte

-~ eourse of the Enquiry
Mr Peter Barkworth
R -
- School .. ®
» National Instztute of Dramat:c Art,
- University of New_South Wales
-A!pwitwew Arts em‘re o _
| ) B | Independent elevisiop ‘Companies
VR g T AT . ' Association | S
.' Prdf‘essor Kenneth L. Graham - University of anesota
Mr Vin Harrop : - formerly Administrative Director of
) R CORT &\
N Mr John Holden . Deputy Director, Maﬁchester Poly-
.,y ' technic
. Mr I.,oms Mahoney - Actor . -
. Nt Seai O’Riordan Television Director -
* 7 Mr R~Penciulescu Romatian Theatre Studio
o Mr Douglas Schwalbe . Director of the Loeb Drama Centre,
| | ' Harvard Universit 'y -
é'."’_ s Mr Keh Smal]ey  AssBciation of British Theatre Tech-
i BN n e mc:an.s' C
F " R . ' "
. \{ » -~ :
- * o B
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Conference of Drama Schoo?s
The Arts Educatxcg%;r rust Schoals

. The Birmingham S
The Bristol Old Vic eatre,SchOol _
The Central School of S,peeche,and Drama i
The Drama Centre (Londdn)r td J _
East 15 Acting School - ﬁ'

Guildford School of Actmg and Drama Dance Education
Guildhall School of. Muszgand Drama

London Academy.df: Music and Dramatic Art
Manchester Polytechmc hoel of Theatre

The Rose Bruford: Collfge of Speech and Drama

The Royal Academy of Dramatic Art © ‘

. Royal Scottish' Acadefny of Music and Dra

. THe Webber Douglas Academy Sf Dramauan

The Welsh College of Music and Drama (smce May' 1975)

ool of Spcech Trammg and Dramatic Art
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Appendix D2

Other Drama Schools

: In addition to Mountview Theatre Sgﬁool and Art of Movement
. Studio which are recognised by the DES as * efficient ’, the followmg
' dramga schools are referred to as * principal drama schools inDESor -

Central Youth Employment Executive literature:
Edinburgh College of Speech and Drasna Ltd . _ "
British Drama League L >
Croydon College of Art . ‘ . .
. Northern College of Speech and Drama ‘
Dartington College of Arts o A ‘ -
New S‘peech and Prama ’ o
(this colltge is*BecBming part of Middlesex Polytechmc) s
Queen Margaret College, Edinburgh : MY AN .'
‘(formerly the Edﬂburgb School of Domestic Science, tlus college is:
' supported by the Scottish Education Oﬁ'zce andisa Cemral Insmunon -
equivalent to polytechmc) S ‘ SN ,,,-a', Y ,) .
' N e ';‘.",'
~ The following advertise themselves as full-time d\aﬁg ghools. i * 4
Contacts. ] , /B\ KT
City Literary Institute, London WC2
~ The Drama Studio, London W5 . -
"Florence Moore Theatre Studios, Bnghton ' r N
Phildene Stage School, London W4 - R
4 Toynbee School of Drama London E1 \ "y
? . " ~ENT .,gf e,
In addition there are advertnsements r about is &“rama,f{pboo 3 ’.
& colleges and 'academies’, presuma > part-time,’, which gl\re na .
~ indication of the scale of tuition oﬂ'ered There are’ al.émadver‘tlse-. '
ments from about 65 individuals offering elocutlon’leéﬁm; coachmg' \
in drama and specxahsed trammg, VL Sy
- . P ¥
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Stage Schools e e &,
"The follqwmg sta'ge" schools advertISe rr; “Contucls . A .

Premiere Stage School, Hitchin, Herts o Sade
" ‘Barbara Speake Stage School and Agency;: London Wg MR
Joan .Barnes Theatre S 1 and Drama* Centre, ngh Wycombe, -

Bucks - = " .. £~ AT AR
Cambrxdge Manor Sta e School Weybrxdge Surrey S
Italiz Conti Stage School, London SWg
Corona Stage-School, London Wy :
-The Purley School, Burley, Surrey
Elliot-Clarke School, Lerpool 1 /\ :
Doreen Enghsh Stage School, London-SW6 _ i
Donald Evans Schools, London Wa !
Vivienne Guignard ‘Direction, London W2 '
Brermere ManagemengAgency and Sta‘e School, London Wx
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University, Dramét Departments ; e
a) First Degrees - y o

The followxng umversmes provide Slngle or joint ﬁrst degree courses’

in drama

) ermmgha.m (Drama and Theatre Arts, alone or with another
subject) ‘

" Bristol (alone or with another subject)

Exeter (with English or French)
Glasgow (with another subject) '
Hull (alone or with another subject)
heste lone or With English, French or German)
rsxty College, Bangor (thh Englxsh or Welsh)

4

Le5s specxahsed study of Drama may also be included in ﬁrst degree '
courses at most of these universities and at Newcagtle-upon-Tyne

; (l?% in Speech or BEd), Aberdeen (BEd) and Lancaster

b) "Diplomdss or; Certificates O
24

GENERAL ' '
Glasgow (Certificate in Dramatic Studies, 3 years for full-time
students of Royal Scottish Academy of Music and Drafna)

+ London (Extension diploma in Dramatic Art, 2 years at training

schools or 1nst1tutxons approved by the Unxversxty)

. FOR TEACHERS A} -

London (Certificate of Proficiency in Diction and Drama open to
téachers-ghd others specnally approved after third year supplemétr-

. . tary co for ‘extension diploma)

Newcastle-Upon-Tyne (1;year assocrateshxp in Drama in Educatxon
. for Overseas teachers a
candidates wﬁh teachrng expenence 1 year full-time plus 1 — 2
years part-txme) ¢
Exéter (Drama for- Adolescents 1 year, for quahﬁed teachers with
noﬂ'nally not less than 5 years approved teachrng expenence)

nd Dlploma in Drama in Education for
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London (Part of Dtploma m Fme Art)

c) Posrgraduare Courses' et

Essex (1 year MA in Drama under gpsplces of School of Compara-
tive Studies)

Warwick (1 year MA in- Drama énd Dramatic therature - pro-
visional) . s i

Leeds (1 year MA in Drama and Theatre Arts)"

Bristol (1. yéar MA m..Htstory ofpthe French Theatre)

Newcastle (2 year MPhll in Elizabethan ‘Drama, 1 year MA in
Elizabethan and Shakespeanan Drama, Dxploma in Advgx\cﬁd
‘Education Studies) ,

Manchester (Dtploma in Drama)

. Bristol (Certificate in Drama, Radio, Television and Film)
- -"Glasgow (2 year Diploma in Dramatic Studies) :

London, (Higher Dtploma in Fine Art - Stage desxgn optton)

Lancaster (1 year MA in Theatre Studtes)

d) Research Facilities

. o . ! . S e
Available at most-of the Universities mamed above. S _ »
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““a:f West, Ham. Cbllége of Further Education

‘Appendix DS
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* Colleges of Further Education

*The following colleges of further education offer one or two year
courses in drama which are integrated with general *O* and ‘A’ leyel
education. (It should'be remembered that this whole sector of further
education is in the process’ of being Gompletely re-orgamsed)

About 15 technical colleges oﬂ'erone Or two year courses in speechy
and drama. These gourses are mtegrated with General ‘O’ and ‘A*"
level education*and in some cases only one third of the first year is
devoted to spe€th and drama. The followmg colleges offer drama
courses:

Blackpool St. Anne’s College of Further Education
Chelmsford College of Further Education ~
iester: North-East-Essex Technical College
Coventry Technical College . 4
Edmburgh College, of Commerce, . ,
Telfo‘r:\%ollege ‘of. Further Educatxon g

Hemel Hempstead :-Racorum Collegeof Further. -Education
- London: ngswvay‘ llege of Further Education St
«

‘Loughton: Coﬁege of Further Education

.. Nottingham?, Clarendon College of Furth ucatxon

C Portsmovith: ‘Highbury Techmcal College

v @

Southend: College of Teohnelog
Strat,ford-upon-Avon South WarwmkshxraCo fege of Flirther :
! “Education

a 'Thurrock College of Bérthegr Education (Gray’ s)
* Tunbridge Wells: West Kent Collége of Further Education
, 'Weston-super-Mare Techp/ al College and School of Art
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Courses in Theatre Design ~ .

The following establishments offer courses in theatre desigh. In most
cases candidates will have completed at least one year’s Foundation
“or pi-p-DiQ!oma Course. < . e

Birmingham Rolytechnic Diploma Course (3 years) .
Bristol Old Vic Theatre S.ch'qol. Technical/Production course for™ ' ;
Directors and Designers (1 — 2 years) » L '
Central School “8f Art and-Design {London). Course in Theatre
Design leading to Diplgma in Art and Design (3 years)
Croydon College of Art. Téglnical Gourse, including Stage Manage-
ment and Design (2 years)® . * . !
Sadlers Wells Theatre. Post Graduate Course (1 year)

Wimbledon School of Art. .Course leading to Diploma in-Art a\d\ -
4 ‘ . .
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Design (3 years) L ‘
* Trent Polytechnic (Nottingham) Diploma Course (3 ygars) . o
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AppendixE - y

'Public Subsidy of the Theatre - ’

. The following amounts of public money were spent on the thegtre
in thg year 1972/73 by the Arts Council of Great Britain and thelocal -~
authdrities of England. (No figures are available for money spent by
Scottfsh and Welsh authormes )

]

1. Arts Council of Great Britain: - P
. England y )  w£2,268,023 7
Scotland | (ﬂ o0 331,048 e
“Wales - . O . 137,071
) R o 37,071
L . b . o . £297369l42

: k Local Authorities*
1)"Pr bfessiona] Theatres and Drama
2) Amateur Drama

.3) Fees to Young People s Thcatre
and Theatre-in-Education Goups

~ 4) Professional Performances for Schools -
5) Net expenditure on locat, authority- = ¢

owned thfeatres - .35000,767
~ 6) Net expendlture on dlrect.dfhma FATIEEE oL _
: promotlons . o 5,291
. b o - .' £2,391,732
‘. “Total: £5,:27,8,74' L
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Public money 'spent on Drama §ghools ‘

Exact figures for the amount of LEA money spenfon grants to drama
- school students are impossible to calculate. The following is an
approximation of the amount of public subsidy-that went into the’

drama, schools in 1992/73: ' —
LEA Student Grants . ' . £400,ooo. o (g,
Ad Hoc Arts Council Emergency Grants . . .
to schools in danger of closure 13,000
Direct grants to LEA andScottish S
Education Department financed.schools 640,000 o
o o Tot'@L') £1,053,000 (approx) ="
~ o
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Glossary of Abbreviations
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- The foaowmg argagjsations.are: m!quently refcrred to i the report
<o By the}hbbrevxatxons shown below:
b
»%‘ M“‘KFI"I"“ Ass‘(obxafion of British Theatre Technicians
CDS ' Conference of Drama Schools . -
'CNAA Council for National Academic Awards
CORT Council of Regionial Theatre
DES  Department of Educatiofand Science
Equity British, Actors’ Equity Assocxatxon D
ILEA. ﬁ)er London Education Authority
LEA  Local Education Authority '
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Publications

[ AN '

.

Publications by the United Kingdom and British Commonwealth N
. Branch, Calouste Gulbenkian Foundation, Lisbon. -

Over the years the' Foundation has published a number of contributions

in cach of the fields with which it is concerned as well as its Chairman's

triannual report and the annual preview and review of the United Kingdom

branch. Publications listed below are‘available still from the Foundatjon
- at 98 Portland Place, London wIN 4ET except Community Work and

Social Change published by Longmans Green & Co. Ltd. and Current
Issucpag Community Work published by Routledge & Kegan Paul Ltd,

and ’.Qb(ainable frommmost bookshops, ' ' : -

5 o ; .
Help for the Arts (1959) : - I5p C
¥ " Thefamous Bridges Report upon which the Branch’s arts programme has

“"been based. Many of its premises and guidelines remain valid so that it is _

" . essential reading for anyone studying the development of arts patronage .
ih‘liﬁtaid, as well as an interesting historical document.

+'Community Work and Social Change (1968). - £1.05

»-. In Yol the U.K, and British Commonwealth Branch of the Foundation

" Instituted an enquiry into- the: nature and extent of community work with
a.view to making.proposals for training. This is the report of the study -

- group which ‘cdrried through grinquiry under the chititmanship of Dame . -
Eileen Younghusbdnd DBE.- e moment for the inquiry. was right, its
findings relevant to other inquiries of Jhe time such as the Secbohm
Committee and the Royal Commissions on Local Government jn England:

..and Scotland. To a large extent community work training in the U.K,

- today reflects this initiative so that the report remains an essential docu- .
ment in its field. .o ‘ v’

’ N 9 ) ’ p

Chalrgan s Report V (1973) . No g_ha;g; -
Every three ylin the Chairman of the Calouste GulbenkxanFougtjahoqk*

in Lisbon, de Azeredo Perdigio, reports on.the work otheffb_ug}&--
dation thi NI

an interesting account of the achievements of a body which has’ ’ "

. one of today’s great international charitable foundations in only a d X

. and a half. The current fifth report deals with the period January 1, 1963 °
to December 31, 1971, e . , o ) '

R

Etiout the world during the preceding period. The‘niulE g -
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) GOING ON THE STAGE : . '

Calouste Gulbenkian: Collector (1971) £5

Calouste Gulbenkian wad a collector on the grand scale. The great

museum in Lisbon which houscs several thousand works of art which he
assembled over about go years ~ by far the larger part being of exceptional
. quality ~ is testimony of a man who must have possessed considérable
knowledge of art history as well as perception, perseverance and tact. This
is the story of how he set about his work at the turn of the century,
ranging the world, including Sovict Russia, for the particular picces he -

" sought; how later he loaned important parts of the collection to major
muscums on both sides of thé®Atlantic while retaining much to adorn his
house in Paris; and*how finally the whole was assembled.in Lisbon. . As
told by Dr Jose de. Azercdo Perdigdo, Chairman of the Foundation, it
presents i vivid portrait of the man in his times and does so, moreover, in’
a way the man himself would appreciate. The book itself is a collector’s
*item, richly illystrated and lavishly presented to adorn g library or embellish

aroom’ T ew
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_ ‘ " Training in thexConservation of Paintings and Drawings
= 1972) -~ ' ' £r
; For some years experts and lovers of art in general have becn troubled how
best to conserve Britain's great heritage of paintings and drawings and, in
- particular, how (0 train the bf)ﬂy of expests needed for such work. Early in
O 1969 the Standing Commission.on Museums ang Galleries and the Calouste
Sy n.., G ulbenkian Foundation consulted together and agreed to'investigate the
-7 problem through agommittee of inquiry whjch tHe Foundation offered to-
-set up and finane®; This report of the cgmmittee’s work under the chair-
* ‘manship of Sir Colip Anderson was published in January 1972 and contains
' by far the most wide-ranging information yet gathered 8 this’aspect of .
: conservation. It also makes recommengdations, Bow being discussed, which
v =2+ would go far to sol e problems of training and development which are
' the key fo preserving the past for the fdture. , )

»

N Current Irvsue;_ in Community Wock()973)_ [ I U

< Aimed at 3l those with a concern for the vitality of community life; and
for community wbrk as an important means to this end, the book contains
the essence of any vital issues studied by.the Foundation's Community
Work Group during its three year span of life under the chairmanship of .’
Lord, Boyle “of Handsworth. It discusses community action, problems
faced by community workers, including relations with their employers;

. training fof community work; its values, patterns and methods; and its_
evaluation. A:final chapter looks ‘33 ways of meeting present needs for -
resources and for a continuing dialogue. ° ’ :
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